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DIRECTOR'S COLUMN 

Based on a paper given at the conference 
"Folklife and the Public Sector: Assessment 
and Prognosis, "presented at Western Ken
tucky University, April 18-21, 1985. 

Folklorists who become engaged in 
public-sector programming today quick
ly learn that there are cultural networks 
through which they must work. In par
ticular, there are an arts network and a 
humanities network which can be tapped 
for funds, institutional support, and ac
cess to public programming. Each of 
these networks, however, has its 
parameters and limitations. Moreover, 

the two networks are not well acquainted 
with one another, and their relations 
sometimes exhibit strains. 

The bifurcation between the arts and 
humanities in America today is in many 
respects a recent development, stem
ming from the passage in 1965 oflegisla
tion creating the National Endowments 
for the Arts and Humanities. Although 
the 1965 legislation addressed both arts 
and humanities, the two National En
dowments were separate entities from 
the start, reflecting the goals of the two 
separate constituencies whose lobbying, 
having joined forces to reach a critical 
mass, got the legislation through Con
gress . In time, despite the existence of 
some unifying mechanisms, they drifted 
apart, driven by diverging strategies for 
programming, organizational support, 
and network building. Now, despite the 
fact that they share offices in the Old 
Post Office Building in Washington, 
D.C., one can catch staff ofeach Endow
ment referring to their own agency 
blithely as "The Endowment." 

By the 1970s the two Endowments 
had generated two separate state net
works. State arts agencies-part of state 
government but also recipients of block 
grants from the Arts Endowment-grew 
rapidly from dependence nn the national 
agency to a more independent self
assertion, fueled by a healthy budgetary 
mix of federal and state funds. Tensions 
in their federal-state partnership 
resembled similar tensions in American 
government wherever there is a decen
tralization of funding and responsibili
ty. Interestingly, several states, as they 
set up state agencies as designated recip
ients of the Arts Endowment state 
grants, foresaw that the Humanities En
dowment (heeding either an inner light 
or Congressional pressure) might follow 
suit with block grants of its own. Thus 
there arose several state agencies 
providentially titled "Arts and Humani
ties'' commissions. The Humanities 
Endowment, however, displayed a pro
found anxiety about mixing humanities 
with state politics. Under pressure to do 
something, it created a separate state
based network of humanities commit
tees, unaffiliated with state government 
and tied directly to their Washington 
funding source. That tie proved, in my 
judgment, to be a short leash, and state 
humanities councils did not begin their 
pattern of growth, financial diversifica

tion, and programmatic independence 
until later in the 1970s. 

Where did the work of folklorists fit 
in this emerging double matrix of state 
funding sources? At first, the state arts 
agencies were the natural home. They 
were expanding, and budgetary growth 
always encourages an expansive scope 
and vision. They shared a commitment 
to supporting and developing the arts in 
their own states, and folk arts program
ming offered them the capacity to ad
dress cultural traditions rooted in their 
own turf. Further, the creation of the 
Folk Arts Program within the Arts En
dowment, and the program's early and 
sustained commitment to building a 
state network, provided powerful en
couragement to state arts agencies to 
launch folk arts programs at the state 
level. 

State humanities councils initially had 
much less involvement with the work of 
folklorists. By the late 1970s, however, 
one began to hear about grants to 
folklore and folklife projects by state 
humanities councils. As they developed 
a more independent sense of mission, 
they began, like the arts councils, to seize 
upon efforts that featured what might be 
considered their state's unique or 
specially characteristic cultural assets. By 
the 1980s at least two state humanities 
councils actually included folklor
ists-Burt Feintuch in Kentucky, and Jo 
Radner and myself in Washington, 
D.C. Indeed, Burt Feintuch and Jo 
Radner were both elected as chairs of 
their councils. A scattering of folklorists, 
like Bert Wilson in Utah, have also 
served as council members on state arts 
councils. We need more such participa
tion by folklorists at this higher level of 
authority in state cultural agencies. 

There are yet other cultural networks 
in the United States worth a folklorist's 
attention. The network of state historical 
societies, which began in the 19th cen
tury and remains strong today, connects 
principally to the Humanities Endow
ment at the national level and to local 
historical societies at the town and coun
ty level. In some states it also intercon
nects with state departments of archives 
and history and state museums. A more 
recent network-dating from the Na
tional Historic Preservation Act of 1965, 
the same year as the arts and humanities 
legislation-is the network of state 
historic preservation offices, which 
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receives funds from the National Park 
Service for historic preservation ac
tivities at the state level. Several state 
historical societies have shown an in
terest in the work of folklorists, and a few 
have gone so far as to host a folklore and 
folklife program. State historic preser
vation offices likewise show signs 
(spurred on, I hope, by the Cultural 
Conservation study undertaken by the 
Folklife Center and the Park Service) of 
beginning to integrate the work of 
folklorists into their mission. 

We have no central ministry of culture 
in America, and perhaps there is a larger 
wisdom in our avoidance of the topdown 
model so often encountered abroad. 
Nevertheless, the citizen with a personal
ly integrated, holistic view of the cultural 
process might well chafe at the lack of 
integration of cultural endeavor in 
Washington. But, though the state arts 
councils and humanities councils are 
literally creatures of the two National 
Endowments, as they have begun com
ing of age and asserting their in
dependence they have shown a greater 
willingnes~ to cooperate. Folklorists have 
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benefitted from this trend. In several 
states folklore and folklife undertakings 
have been funded by both the arts coun
cil and the humanities council, and the 
staffs of these councils (and of state 
historical societies and historic preserva
tion offices) are able to trade notes and 
broker projects more efficiently than in 
Washington. At least two states, Ohio 
and Washington State, have fostered 
ongoing folklife programming by joint 
funding from the arts and humanities 
councils. Additionally, there is a trend 
in some states toward grouping cultural 
agencies into the same department-the 
Department of State of Florida, for ex
ample, or the Department of Cultural 
Resources in North Carolina. Before our 
eyes we see emerging-hesistantly and 
sporadically-the very ministries of 
culture at the state level that we have so 
assiduously avoided at the national level. 
These important trends in state cultural 
policy warrant close and careful atten
dance by folklorists. 

I hope I may be forgiven for an avun
cular tone of voice, but I have occa
sionally noticed, in conversations with 
younger folklorists first encountering the 
world of public programming, an un
spoken assumption that the cultural 
structures and frameworks within which 
we work are more or less permanent en
tities in the American body politic. It is 
as if state arts cmmcils or humanities 
committees had always existed, their 
mission emblazoned on stone tablets. 
Yet they all have been created within my 
adult life. Further, the bifurcation of 
cultural activities into "arts" and 
"humanities" categories was much less 
prevalent a generation ago. When the 
Archive of American Folk-Song was 
created in the Library of Congress in 
1928, or the WPA state guides were pro
duced in the 1930s, or the Festival of 
American Folklife was conceived in the 
1960s, nobody debated about whether 
the activity was arts or humanities. 

An earlier generation in American 
universities had another way of carving 
up their endeavors. The bifurcation be
tween "arts" and "sciences" was a 
creature of the earlier 20th century, and 
we still see its impact today. "Arts" in 
this formulation, of course, includes both 
"arts" and "humanities" in our latter
day terminology. The great debate in 
folklore studies over the last generation 
about whether folklore is a science is a 

conspicuous example of our field trying 
to adjust to that earlier bifurcation be
tween arts and sciences. 

It is, to my mind, very characteristic 
of the network of folklorists that the 
cultural categories of our modern 
civilization always leave us straddling the 
middle. Do we belong in the arts or the 
sciences? Or, more contemporaneously, 
is our work in the sphere of the arts or 
the humanities? Many a contemporary 
folklorist has been told by an arts coun
cil that his or her work "sounds more 
like a humanities project," only to be 
advised by the humanities council, 
"You should talk to the arts people." 
Certain activities we traditionally prize, 
such as field documentation, are par
ticularly susceptible to falling between 
chairs. To the arts council it sounds like 
research, not presentation, while the 
humanities administrators ask, "But 
what is your thesis?" 

We owe it to ourselves as folklorists 
to study and reflect on the history and 
present trends in cultural program
ming. Our own vision is tenaciously 
holistic, and our field has for a century 
spanned the categories created by the 
world around us. Understanding those 
bifurcated categories will help us to work 
more effectively with all available net
works to carry out our cultural mission. 
At the same time, a little perspective on 
the history of cultural categories can give 
us courage to sustain our longstanding 
conviction that presenting and reflect
ing, studying and helping go hand in 
hand, and that the cultural traditions we 
care about deserve being cared about 
wholly. 

JANUARY-MARCH 3 



Concerts and Culture: 


AN INTERVIEW WITH JOE WILSON 


In 1977 the Center inaugurated its noontime Outdoor 
Concert Series on the Library's Neptune Plaza. Six Thurs
day concerts were presented once a month between April 
and September. The concerts for the first series and those 
held every year since were arranged by the National Council 
for the Traditional Arts (NCTA), under the directorship of 
Joe Wilson. 

This year the Center will present ten concerts in honor of 
its 10th anniversary. It is concurrently the tenth series that 
the NCTA has arranged and the tenth year that Wilson has 
been director of that organization, all of which make it an 
auspicious time for the editor to talk with Joe Wilson about 
his life and his work. 

I'd like to know about how you went from working on 
Madison Avenue to heading up the National Council for the 
Traditional Arts. 

Wilson: Might be a better story how I got to Madison 
Avenue. 

You can tell me that, too. 

Wilson: Well, I was reared in the Blue Ridge. And I liked 
the music, and I liked the people, and I liked the dance, and 
the crafts, and all of the things that were there. And I came 
along at that time where, all over the country, there was this 
great shift of rural people moving to urban places and con
solidation offarms. These things have continued, they 're still 
going on; and all of the stress offarm people that you see now, 
it really goes back to then. Because staying on an Appalachian 
farm was not really an option when I grew up. There were 
I 05 people in my graduating class from high school-one high 
school in the county-and three years later there were five or six 
of them left in the county. And they went everywhere. There 
have always been a lot of mountain people who came to 
Washington. That's where I first went. 

Really? To do what? 

Wilson: Oh, I was doing anything that I could do. I worked 
for a clothes store for a little while, I worked for the Geological 
Survey for a little while. I was just learning about life. And 
there, ifyou worked for someone for a week or two that was 
long enough, so I was famous for, you know, walking in and 
staying around for a little time. I thought that was what you 
were supposed to do. But I saved up some money and went 
back home and went to college. 

Where did you go to college? 

Wilson: I spent a couple ofyears at Lees-McRae College in 
North Carolina and did the rest in night school. I've been in 
more night schools than you would believe-the University of 
Tennessee, the University of Alabama, Columbia . 

Working towards what kind of degree? 

Wilson: After a while the degree didn't matter. I was in
terested in learning about things. The last person of authority 
who looked at my transcript said, "This is amazing!" going 
down through it. I have enough hours for a bachelor's in five 
or six different subjects, eventually. But at that time you had to 
go, you had to spend six months, or you had to spend a 
semester on campus to have it all formalized. I never bothered 
to do that. I just never bothered. . . . And I still take courses 
occasionally, 'cause I recognized that education is a forever 
process. ... 

At arry rate, I went from Tennessee to Washington. And 
then I worked in Ohio for my brother who was in construction. 
And then I drifted into Nashville in the early country-music 
years-country-music recording was relatively new then, we 're 
talking about the late '50s. And some people were arriving 
there then. One of my friends at the time was Willie Nelson, 
who was selling encyclopedias door to door to feed his song
writing habit. I haven't seen him in a while, but I understand 
that he no longer needs to sell encyclopedias to feed his song
writing habit. . . . 

But at that time Nashville was not a . . . there didn't seem 
to be a place for people in Nashville who really liked or had a 
strong sense of quality in country music, and particularly those 
who really liked country music. Because that was at the time 
when it was first understood in Nashville and accepted as 
gospel that the country music that was then being heard needed 
to change-we're talking about the country music of Ernest 
Tubb, and Lefty Frizzell, and Hank Williams, though he was 
dead at that time. And there was a .. . a determination in the 
industry there to make this a music that would be palatable to 
thousands of people, to a huge percentage of the population. 
And in order to do that you added "do-wah" choruses, you 
know, a la the Jordanaires, who were in tremendous use at 
that time, and the string section of the Nashville Symphorry. 
So, you cut all the sharp edges off, you know, and you pack
aged it. And it worked, you know. Country music's share of 
the market grew tremendously during that period. But I hap
pened to like those sharp edges that were being rounded off I 
liked the kind of music they were recording over at Starday, you 
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Joe Wilson. (Photo by John Gibbs-247303-1137) 

know, the likes of the Blue Sky Boys, and the Monroes' band, 
which was in a particularly low period at that time. And I 
thought that Nashville then was making recordings with 
roughly the same set of aesthetics that General Motors uses in 
making hubcaps-it was, Will it sell? you stamp it out-and 
I don't think anything has changed. And there came a day, 
'though things were better for me in Nashville financially than 
they had ever been, there came a day when I decided to leave. 
And I did. And went to Alabama and worked for the steel 
workers' union. I worked on some Civil Rights things down 
there for a while. 

So this is in the early '60s? 

Wilson: Yeah, yeah. I went to Alabama in '62. I was 
there for the ''Battle of Birmingham. '' 

You were working on a newspaper then? 

Wilson: Yeah, yeah. I did some work for the old Southern 
Courier, which was a Civil Rights paper at the time. And I 
did stringing for several newspapers and widely scattered folks. 
I did an article for Progressive magazine in which we tried to 
identify some of the Birmingham bombers. It was exciting 
work for a while. 

Did it get hot for you? 

Wilson: Yeah, a couple of times. Ifyou were some places with 
a camera, our friend here [John Gibbs, who was photographing 
him during the interviewJ would have been in terrible trouble; 
someone would have heaved a brick at him-he looks like a 
photographer. But, you know, it was mainly just threatening 
circumstances; I was never hurt by anyone, you know. I had a 

great deal of invective and profanity aimed at me, you know. 
And there were some times when there were some bricks and 
some people pretending they were going to do you grave injury, 
but, you know, they didn't. And I went from there to working 
for an advertising/public relations outfit in Pittsburgh, though I 
never was in Pittsburgh. They were in Pittsburgh. I was still 
going all over the country. 

How did you get involved in that? 

Wilson: Some people who worked for the organization in Pitts
burgh passed through Alabama when I was . . . they saw my 
work as a writer and said "Ifyou ever grow weary of this, " 
you know, "come call us, we'll have a job for you. " And they 
did. But then a couple ofyears later I was weary of them, so 
I went to New York. I stayed there seven years. 

And that was with an advertising company as well? 

Wilson: Did public relations/fund-raising kinds of things. 
Yeah, some advertising-one of those little mini conglomerates, 

you know. One point we had an export/import business, too. 
Sound weird? 

But, you have to understand that I always was interested in 
what I'm still interested in, and always pursued those things. 
All of those years I was making recordings, getting them issued 
on small specialty labels. I was organizing events. My occupa
tion's always been what it's been, but rrry income has come 
from a lot of different sources. It's only for the last ten years 
that I've had the luxury of working in the, being paid by my 
occupation. 

What kind of dimensions did the NCTA have when you 
became director of it? 

Wilson: Well, it's an old organization-the organization was 
founded in 1933, and, in St. Louis, as the National Folk 
Festival Association. And it was the brainchild of Sarah Ger
trude Knott. Miss Knott was a Kentucky lady who was 
trained in recreational work. And she was working for the city 
of St. Louis. And she and the people who worked with her 
there had funding, initially, I think, in '32 and and '33, to 
put together, under some of the New Deal programs that were 
being started, various kinds of out-of-work entertainers to do 
shows around town. So they had actors and actresses of various 
persuasions, you know; and they had people who handled 
snakes, and they had opera singers, you know. They had-the 
whole world of art was theirs, you know. And they had a 
truck to carry it around town in! And they were doing shows 
in parks. 

I think Miss Knott became most interested, at that point she 
was interested in the folk people, who seemed to be able to 
relate better to the audiences that they were meeting, and, part
ly, were old-time fiddlers and medicine show people who had 
some skills on the street. And she also had a couple of examples 
at that time. Bascom Lunsford had been running his Mountain 
Dancing Folk Festival for . . . I think since '28. And at 
roughly the same time Jean Thomas had started the American 
Folk Song Festival at Ashland, Kentucky. And those things 
had enjoyed a success. And they 're not the only thing of that 

Continued on overleaf 
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JOE WILSON 

Continued from previous page 

kind-even earlier there had been this wave offiddlers' conven
tions, perhaps sparked by Henry Ford, but . .. there's not a 
good study of all of that. 

But they seem to have been sparked by other things too. 
There was this new technology, tremendous new technology that 
was becoming available at that time, and recordings, recording 
people had started dealing with folk material, and radio . . . . 
There seemed to be at this time a reaching back, both by radio 
and by recordings, to deal with what they called "old-time 
music, '' which was older only in that some of it had roots in 
the previous century. But, nevertheless, there was a tremendous 
amount of it at that time. And it continued up into the '30s. 

And Miss Knott did the first National Folk Festival, I 
think, starting from those examples and her own experience in 
the city of St. Louis; with a very good fieldworker- Vance 
Randolph-who, with her, put on, I believe, fourteen little 
regional festivals in Missouri and Arkansas to choose people for 
it. And I don't think the folk festival format has changed much 
since then, because there's always this potpourri of things in
cluded in them-and there 're workshops and there 're academics. 
And there're a lot of things claimed, but, looking at her early 
program books, I see all of it there. That continued up until I 
came. She left in 1971. And the work of the organization still 
primarily was the National Folk Festival, though there had 
been some work with some other festivals. . . . 

But the interest when I came here was still largely festivals. 
And we've moved a bit beyond that. We've continued to do 
festivals, of course, and help other people to organize them, but 
we think that there are other ways to present. 

Such as? 

Wilson: Well, we probably put more effort into tours now 
than we do into festivals. And, I believe, there are forty-seven, 
forty-eight states which have had tours in the last five years. 
For a small organization that's rather extensive. And we will 
continue to do touring, because you can take material back to 
the places of its origin that way. I guess, being from the Blue 
Ridge, I am particularly aware of the fact that it's hard to 
hear ... sometimes it's not easy to hear the best of Ap
palachian music in the Blue Ridge. It's easy enough in 
Washington, Baltimore, Cleveland-most any large city-but 
ifyou are in Mountain City, near where I'm from, the good 
bands don't come all that often. They may not come at all; I 
haven't heard of any good ones being there in the last five or 
six years. So, we've tried to do folk arts touring by going back 
to the community. And it's difficult to do because communities 
don't always have the kind of presenting organizations that you 

need to do that. And at the same time we've avoided doing 
what is done with most touring, which is to take it to college 
campuses. And we have a phrase about that-we try not to 
stimulate the overstimulated. 

Beyond tours we've done some videotapes, and we've been 
doing some film, and we've issued some recordings, radio pro
grams, and tried to work as broadly as we can. 

How does an organization like the NCTA or the Smithso
nian or NEA, the American Folklife Center, benefit peoples' 
lives in general or American culture in general? 

Wilson: I think that organizations like ours can show that art 
is widespread among the American people and woven well into 
the fabric of our lives. And we can show that there are 
aesthetic standards, high quality everywhere. And in this coun
try that's not always been accepted and is still a controversial 
thing. We borrow marry of our arts from Western European 
elite systems. And I feel that those things are very important, 
and I think I pay them as much attention, maybe more atten
tion, than most other people. But I worry that we put them on 
a pedestal, at the same time ignoring the things of quality that 
exist all around us. And if there's anything that we can do to 
show the strength, and the beauty, and the quality all around 
us and to open people's eyes to that, and to have them under
stand that art is not always an import, something that someone 
else has that they send out to you occasionally . . . . Of course, 
now New York has replaced Europe in the formulations of 
most Americans. And while New York is a wonderful city 
with a lot of great things, it . . . there are other things that it 
is impoverished in. 

What are your thoughts about the Folklife Center's concert 
series? Why have you chosen to be involved with that? 

Wilson: Well it's a good way to look . .. a lot of the people 
come from this area. I think its a good way to say that we 're 
not oblivious to the good things that are around here, and to 
catch all of the little things that pass through Washington, that 
we can and we know about far enough in advance, and to 
celebrate the country. 

What are some of the most enjoyable and memorable ex
periences you've had running the NCTA? 

Wilson: Putting together the first tours was interesting and 
scary, you know, because there was lots offinancial risk in
volved in doing it. Some of the overseas touring has been very 
interesting; we helped some of the USIA people to put together 
tours to other nations. That's been exciting. Some of the 
festivals that we helped organize, with people like Charlie 
Seeman out in San Francisco, were very interesting. I like 
working with Frank Smith down at El Paso at the Chamizal 
National Memorial. All of these things have been exciting. Life 
continues to be exciting, new projects going on. We 're going to 
be involved with the relighting of the Torch of Liberty and the 
Liberty Centennial this summer. And New York is a, though I 
lived there, lived and worked there for seven years, is a 
challenge to move a lot of people in and out of and put on a 
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performance while it's packed to the rafters with people there 
for other purposes. 

Are local groups organizing around the themes, some of 
them, and developing their own tours or programs, festivals? 

Wilson: No. This is such a pioneering effort. In some places, 
I would say, that most of the people we deal with have never 
sponsored a concert of any kind before. And they decide to try it 
and we tell them how to do it; it's pioneering work. And then 
if they do anything they continue to do things that are in the 
community. It's a grassroots organizing kind of thing. 

The size of the community sometimes is not a good predictor 
of what will happen there. The Cowboy Tour, for example, 
went to Medora, North Dakota, which has a population, an
nual population, I think, of eighty-some people, full-time 
residents. There 're more people there in the summer because it 's 
near Teddy Roosevelt's ranch, which is a national park, and 
there 're park visitors and some businesses that cater to park 
visitors, but it's still a tiny place. We did over 600 people 
there and filled up . . . . And the town was the sponsor, you 
know. We had a wonderful time in Medora, and thought it 
was one of the finest places we ever performed, you know. And 
I think it's better to have 600 in Medora than it is 6, 000 in 
one of our major urban areas, because those are 600 people 
who, again, don't get to see the best of their culture all that 
often. It's a cattle town. 

How do you see what the NCTA is about? 

Wilson: Well, the NCTA is a collection of people-its board 
of directors and a lot offriends of the organization-who are 
interested in presenting elements of American culture, folk 
culture, that are varied and good. We sit somewhere between 
our friends in academia and our friends in show business. And 
we respect both of them, but don't do exactly the same work 
that they do; we have our own work. And we think that good 
performance can be enlightening, deeply educational, and have 
enduring effect. One of the problems that any organization has 
that presents performance is that there 's a belief in this country 
that goes back to its very founding over two centuries ago that 
these things are insubstantial. That seems to be the folk belief 
which is carried even in law-it's illegal for the government, 
you know, to pay for performance, or for entertainment in cer
tain . . . . Put it this way, it's very closely regulated and 
there are certain laws that deal with it. Now there are just 
thousands of other things that one can do to waste the tax
payer's money that have not been legislated against/ I'm not 
slamming that law you understand, it's just that .... But, 
what we've learned about people through our studies in 
psychology, anthropology over all of these years is that perfor
mance isn't all that insubstantial. And there's this odd way of 
lip service to the arts, but then only paying for dry bones. 

George Holt says that you know about everyone who has 
ever lived or died within a hundred miles of Trade, Ten
nessee. 

Wilson: I've been interested in that place, you know. I like to 
think that it's at this point as much an intellectual interest as 

it is a family one. My family's been there for two hundred 
years, so it's hard to be disassociated from the people that are 
there; at least some of them have been there that long. But it's 
nice to follow a place over time and understand how all of the 
events that swirled around over the world, how they affected 
this little place here. And to look at what was happening there 
and try to imagine why. Or, still better, to find out why it 
happened. 

How big is Trade? 

Wilson: Three hundred people, probably a little less than that; 
253, I think. Very, very small place. It's always been small, 
and it probably won't ever get any bigger. We don't have a 
crossroads, we only have a "T" road. But, there have been 
important things happen there. Once, years ago, I was sitting 
on the store porch there, and a tourist drove up from 
Florida-Florida plate on his car. And he was traveling 
around the South taking pictures of Confederate memorials and 
antebellum houses. And, of course, the mountains were Union, 
so he hadn't been able to find any Confederate memorials 
there-there aren't any, you know. And so, he asked about the 
memorials and somebody said, ''Don't have any of them. '' So 
he says, "What about historic homes, do you have any historic 
homes?" "Don't think so, "you know. And he says, ''Any 
big men born around here?" And the answer was, "Nah, best 
we can do is babies. " 

But Trade, nevertheless, has a complex and long history. 
We've had bankrobbers and counterfeiters, and preachers and 
paperhangers-a whole panoply. History, you know, ifyou 
look at it, Napoleaon 's line that history is a set of lies agreed 
to has some currency. But I see history as it's normally writ
ten, the conventional history, as a situation in which we have 
a surfer, and the surfer is the leader of the time. And the surfer 
is riding in the curl of the wave, screaming all the way to the 
shore that he's pulling the ocean. And, Trade is a part of the 
ocean. I like understanding the ocean better than I do surfers. 

Well, is there anything else you'd like to add? 

Wilson: I've really enjoyed doing our concert series at the 
Library. It's been fun. And I can't recall a one that I think 
was a failure. There were a couple of times when the rain sent 
us somewhere else. There've been some nice slices of this coun
try that passed over those steps. 

I think it's important, too, because it is a symbolic place for 
the performers. 

Wilson: They always understand that symbolism, too, for their 

people to have been there at that time. I remember, years ago, 

Dewey Balja saying some of those things on the steps

realizing that a Cajun band had never stood at that particular 

spot and looked at that particular building across the 

street. . . . Cajuns have been around this country for a long, 

long time, too, you know. They were here before the Revolu

tion, you know, participants in all that has passed as 

American history. And to represent them in any way is a nice 

way of looking at cultural continuity and quality. 
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Gleaming Technological Innovation 

NINETY-SIX RANCH VIDEODISC 

"This iridescent plastic disc captures 
peoples' attention,'' admits American 
Folklife Center staff member Carl 
Fleischhauer, "but shiny new tech
nology is not the only point of our 
videodisc-the content and form are 
equally as important as the technology." 
As he speaks he is holding up the laser 
videodisc The Ninety-Six: A Cattle Ranch 
in Northern Nevada, just published by the 
Folklife Center. 

The two-sided disc and its accompa
nying 84-page booklet describe a cattle 
ranch in Paradise Valley, a small com
munity near Winnemucca, Nevada. 
The documentary motion picture and 
video footage, still photographs, and 
sound recordings on the disc were 
originally created during a Folklife 
Center field research project between 
1978 and 1982. 

The Ninety-Six Ranch is owned by 
Les Stewart, his wife Marie, and their 
son Fred. Much of the filming was done 
in 1979, when the ranch kept a herd of 
2,000 on over 100,000 acres of private
ly owned and leased public lands. The 
ranch takes its name from the family's 
cattle brand, in use since the time of 
Les's grandfather Bill Stock, a German 
immigrant who founded the outfit in 
1864. The ranch's branding iron consists 
of the figure "96," one of the advan
tages of which is that it cannot be ac
cidently applied upside down. 

Ranching follows a seasonal cycle, 
and the motion picture and video 
footage on Side A of the videodisc por
trays the work carried out in autumn. 
Like most Great Basin operations, the 
Ninety-Six leases large tracts of public 
land for summer grazing. By October 
the herd has moved to an allotment of 
about 40,000 acres in the Humboldt Na
tional Forest near the 9,000-foot peaks 
of the Santa Rosa Mountains. With the 
onset of cool fall weather the cattle are 
rounded up and moved back to the 
ranch in the valley. A half dozen 
buckaroos, as cowboys are often called 

in the region, sweep the area and drive 
the herd thirty miles back to the valley. 
Once back, the herd is sorted for 
breeding, sale, and the like, and the 
summer's "crop" of calves is branded. 

The disc ' s film and video segments 
depict some of the techniques used to 
carry out this autumn work. There are 
scenes of the roundup, drive, and brand
ing, as well as two animated maps which 
show the region and the route of the cat
tle drive. An interesting highlight is the 
inclusion of "pen and paper" talks by 
rancher Les Stewart. Like a football 
coach standing in front of a blackboard, 
Stewart creates drawings on camera to 
explain such arcana as the use of wat
tles to identify livestock and the protocol 
to be followed when sorting dry cows 
from the herd. 

On Side B of the disc, video and film 
chapters are supplemented by audio pro
grams which occupy a second audio 
channel (the first audio channel contains 
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Article photographs are by Carl 
Fleischhauer, unless otherwise noted. Above 
left, ranch gate, 1982. (NV
199313-5/18)Above, Bill Smockfilm
ing the cattle drive in 1979. (NV
4367128) Left, an early lithograph ofthe 
ranch from a 19th-century history of 
Nevada edited by Myron Angel. (From the 
Stewart family collection; NV-4563111) 

the soundtrack for the video and film). 
Side B explores the changes in haying 
technology since World War II, presents 
personal-experience anecdotes from 
ranch workers, and examines the role of 
Native Americans on the ranch
through the years many Ninety-Six 
buckaroos have been Northern Paiute 
Indians. A section titled "Material 

Culture Miscellany'' features discussion 
of the key parts of a cowboy's saddle, the 
making of a horsehair rope, the method 
for tying a scarf, and the procedure for 
opening and closing a wire gate. 

Rancher Les Stewart is an ac
complished amateur filmmaker, and 
Side B of the disc includes about twenty 
minutes of material excerpted from films 

he made during the late 1940s and ear
ly 1950s. One nine-minute excerpt of
fers a detailed look at a hay derrick, a 
fifty-foot wooden tower on wheels used 
to stack hay in the days before baling 
machines came into use. Other excerpts 
show hog butchering, the sale of steers 
in the fall, and the ranch's annual home 
rodeo and barbecue. 

All of the footage and sound record
ings on the disc have been divided into 
"chapters" or "selections," segments 
which are typically from two to three 
minutes long and treat a single subject. 
For example, the story of the roundup, 
sorting, and branding is told in eighteen 

chapters on Side A, supplemented by 
seven chapters on Side B. Haying is 
described in five film and video chapters 
and five audio selections on Side B. 

Several factors underlie the decision 
to segment the footage. "Most docu
mentary films and television programs 
take the form of an essay," explains 
Fleischhauer, a former public-television 
cinematographer. "A TV program must 
have a beginning, middle, and end for 
successful mass communication.'' 
Fleischhauer has made essay-like films 
and television programs, but has not 
been completely satisfied with that for
mat. "I always felt as though I had to 
bend, rearrange, or abbreviate the 
material to fit the form.'' 

The inspiration for segmentation 
came several years ago when he assisted 
in the production of a series of single
concept films for physics classes and 
studied three classic anthropological film 
series. The anthropological films, 
ethnographies of Venezuela's Yano
mamo Indians, Africa's San or !Kung 
bushmen, and the Netsilik Eskimos, 
were projects overseen by anthro
pologist-filmmakers Timothy Asch, 
Napoleon Chagnon, John Marshall, and 
Asen Balikci. "The lesson for me was 
that you could choose to present a com
plete origin myth, or all of the steps in 
gathering a certain plant. These fellows 
simply devoted one entire film to a sub
ject, rather than trying to compress the 
information into a long, homogeneous 
statement that covered everything. " 

Segmented programs are ideal for 
classroom use since a teacher can insert 
a single segment into a lecture or discus
sion. The long booklet accompanying 
The Ninety-Six videodisc also aids a 
teacher; a general essay provides a con
text for the footage and individual an
notations amplify and interpret each 
segment. Teacher's guides are a promi
nent part of the science films which in
spired this work. 

The assemblage of segments on a 
single disc with an accompanying 
booklet makes the finished product more 
of a resource collection than a film 
"statement." Users must approach the 
videodisc in the way they approach an 
archive or encyclopedia rather than in 
the way they approach a monograph. In 
contrast to the film essay, which plays 
well for a group, a disc like The Ninety-

Continued on overleaf 
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NINETY-SIX 
RANCH 
VIDEODISC 
Continued from previous page 

Six lends itself to individual viewing and 
discovery. 

Fleischhauer believes that segmenta
tion also helps to separate "doing" and 
"explaining." Most films depict an ac
tivity on the screen and simultaneously 
present the voice of someone explaining 
it in a commentary soundtrack. Pictures 
may be assembled to suit the order of the 
spoken explanation. By contrast, al
though some chapters on the videodisc 
include "voice-over" narration, others 
show activity which is discussed in 
another chapter. The separation elimi
nates the need to squeeze a long explana
tion of an activity into the short 
depiction of the action itself. "It takes 
less than half a minute to apply a brand, 
but it took ranchhand Tex Nichols near
ly three minutes to tell what he had 
done!" says Fleischhauer. 

The separation ofwatching and listen
ing also helps call attention to the 
idealized nature of most explanations. 
"When Les Stewart tells about the 
buckaroos' separating cattle in a herd, 
he is really telling you how they are sup
posed to do the work. The footage shows 
the actual, often imperfect, execution of 
the job." 

The laser videodisc is an ideal form 
for presenting segmented material. It 
holds a large number of items, offering 
swift access to any segment. Since the 
video signal-the same signal that is 
recorded on video tape-is read with the 
beam of light from a laser, the medium 
will not exhibit wear. A segment can be 
repeated over and over again. In addi
tion, a disc can offer still frames due to 
the laser beam's ability to "park" on a 
single video frame as the disc spins. This 
feature permits both the inclusion of still 
photographs or drawings and the slow
motion analysis of real-time film footage. 

Side A of The Ninety-Six exploits this 
freeze-frame capability. Any of the 
filmed segments may be stopped or 
slowed down to analyze, say, the way a 
buckaroo "dallies" (fastens by wrap
ping) his rope on the saddle horn. In ad
dition, Side A contains an archive of 

2,400 still photographs, which portray 
not only the Ninety-Six Ranch but the 
overall field research project throughout 
the valley. 

Pictures in the archive were made by 
all the members of the research team 
composed of folklorists, a cultural 
historian, an archeologist, an 
ethnomusicologist, and photographer
filmmakers. They documented several 
ranches, churches, clubs, and other sites 
in the area. The team also copied a large 
number of historic photographs in the 
possession of local residents. Folk ar
chitecture was an emphasis of the proj
ect, and the archive includes numerous 
photographs and floor-plan drawings of 
ranch buildings. In 1980 the project 
formed the basis for the exhibition 
Buckaroos in Paradise at the Smithsonian 
Institution's Museum of American 
History; one section of the archive 
presents images of all of the nearly two 
hundred artifacts in this exhibit. 

The pictures are arranged on a site
by-site basis. Each image is followed by 

The Ninety-Six 
A Cattle Ranch in Northern Nevada 

Wilhelmina and Fredrick William Stock, 
Les Stewart's grandparents, ca. 
1880-1890. (From the Stewart family 
collection; NV-4600117A) 

Laser videodisc on the Ninety-Six Ranch, its box, and companion booklet. (Photo by Reid 
Baker) 
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Les Stewart at a spring branding in 1980. (NV-156704-7110) 

an explanatory caption (See Folklife 
Center News, Vol. VII, No. 2, April-June 
1984). Extensive tables of contents on 
the disc list the location of pictures from 
various sites. Access to the pictures by 
subject or personal name is provided by 
an extensive index in the printed 
booklet. The pictures and their captions 
occupy about 4,800 frames, but
calculated in terms of motion picture 
time-this is a trifling three minutes of 
disc space! 

Altogether the disc contains about 
eighty minutes of film and video footage 
in forty-one chapters, fifty minutes of 
·sound recordings in twenty-seven audio 
selections, and 2,400 still photographs. 

Side A is in the constant angular veloci
ty (CAV) format which permits still
framing, while Side Bis in the constant 
linear velocity (CLY) or "extended
play'' format, which does not. 

All the material on both sides of the 
disc may be accessed by any home-type 
disc player, but three programs for 
automated access are also available for 
Side A. Two of these programs 
presented the chapters on Side A as an 
interactive display in the Library of 
Congress exhibition The American 
Cowboy, and the third offers the chapters 
in automated fashion for the classroom. 
The automated programs are embedded 
on the disc and will run on the Pioneer 

7820 Model 3 player and its successors. 
The Ninety-Six: A Cattle Ranch in Nor

thern Nevada was developed by the 
American Folklife Center with the sup
port of the Library's Optical Disk Pilot 
Program and the Automated Systems 
Office. The disc, produced by Meta
Media Systems of Germantown, Mary
land, was published under the auspices 
of the Elizabeth Hamer Kegan Fund. It 
is priced at $150 and may be obtained 
from the American Folklife Center, 
Library of Congress, Washington, D.C. 
20540. The companion booklet is pro
vided with the disc but may also be pur
chased separately for $20. Please add $2 
postage and handling. 
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10TH ANNIVERSARY YEAR 


It is now ten years since President 
Gerald Ford signed the legislation 
creating the American Folklife Center 
(P.L. 94-201) onjanuary 2, 1976. To 
honor this happy occasion, made 
possible by the Center's many friends 
and associates who worked so diligent
ly to get the legislation passed and who 
have assisted its varied programs and 
activities through the years, the 
Folklife Center has published a com
memorative poster and plans a birth
day party, concerts, and other special 
public events. For further information 
on all of the Center's 10th-anniversary 
events for 1986, contact Magdalena 
Gilinsky (202) 287-6590. 

Birthday Party 
May 22 

On Thursday, May 22, the Folklife 
Center will present its birthday celebra
tion on the Library's Neptune Plaza be
tween 12:00 noon and 2:00 P.M. Two 
dance bands-Leo Sarkisian and his 
group performing the traditional music 
of Armenia and the Johnson Mountain 
Boys playing bluegrass-will enliven the 
proceedings, while craftspeople 
demonstrate and describe what they do. 
There will be cake, balloons, and other 
birthday fare for all. Please join us for 
some folklife and fun! 

Symposium on Folk
life and Public 
Education-May 21 

What is the relationship between 
folklife and public education, how has 
it developed in the last ten years, and 
what does the future hold? Those 

questions will be addressed in a day
long symposium on Wednesday, May 
21. Henry Glassie and Jane Beck will 
give papers on "Public Education: Its 
Scope and Meaning to Folklorists,'' 
followed by a panel discussion 
moderated by Burt Feintuch in which 
Robert Georges and Rayna Green will 
participate. Roger Abrahams and Suzi 
Jones will address the topic "The 
Public Folklorists: Impact and Assess
ment,'' followed by a panel discussion 
by Archie Green and Henry Willet, 
moderated by Charles Joyner. The 
concluding portion of the program will 
be a forum entitled "National Pro
grams: Visions of the Future" in 
which Bess Hawes, Alanjabbour, and 
Ralph Rinzler will participate. Raye 
Virginia Allen will moderate their 
discussion. Everyone is welcome to at
tend the symposium. It will be held in 
the Mumford Room (LM-642) of the 

Library's Madison building. 

Workshops and 
Special Events 

On March 20 the Center will offer the 
program "To Hear a Hand," which will 
present the folklife of the deaf and 
elements of deaf culture. It will take 
place in the Library's Whittall Pavilion 
between 12:00 noon and 1:30 P.M. 
Other programs being planned for 1986 
include a fiddle workshop with Martin 
Mulvihill on September 25, a workshop 
on scarecrow making on October 16, a 
lecture by Alan Jabbour on fiddle tunes 
on November 13, and a lecture and 
workshop on Frakturs on December 11 . 
All of the Thursday workshops and lec
tures will take place between 12:00 noon 
and 1:30 P .M . 

Daniel J. Boorstin, the Librarian of Congress (R), and Center director Alan Jabbour 
inaugurating the Center's Outdoor Concert Series on April 25, 1977. (Photo by Carl 
Fleischhauer-AFC33/5) 
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The Bluegrass Cardinals performing for the April 25, 1977 outdoor concert. (Photo by Carl Fleischhauer-AFC32!6) 

Outdoor Concert 
Series-Ten Concerts 
April-September 

For the tenth year of its Outdoor Con
cert Series the Center will present ten 
concerts (including its birthday concert) 
with the ongoing assistance of the Na
tional Council for the Traditional Arts. 
As in years past the concerts will take 
place on Thursdays between 12:00 noon 
and 1:30 P.M. on the Library's Nep
tune Plaza, moving indoors in the event 
of rain. Concert dates and performers 
are the following: 

April 24-Byron Berline, Dan 
Crary, and John Hickman 
(Bluegrass) 

May 1-James "Son" Thomas 
(Delta blues) 

May 22-Birthday party and 
dance with Leo Sarkisian and 
group (Armenian) 
The Johnson Mountain Boys 
(Bluegrass) 

June 5-Djimo Kouyate 
(Senegalese) 

June 19-The Irish Tradition 

July 17-The Blue Ridge String 
Band (Country) 

August 7-Pearl Williams-Jones 
and the Kings of Harmony 
(Gospel) 

August 21-David Mingyue 
Liang (Chinese) 

September 4-Polish harvest in 
dance and song 

September 18-Maria y sus 
Magnfficos 
(Hispanic salsa) 
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A GUIDE TO 
FIELD CYLINDER COLLECTIONS 
IN FEDERAL AGENCIES 

The American Folklife Center is pleased to announce the 
availability of another entry in the twelve-volume catalog series 
The Federal Cylinder Project: A Guide to Field Cylinder Recordings 
in Federal Agencies (Studies in American Folklife, No. 3). 
Volume 2, Northeastern Indian Catalog and Southeastern Indian 
Catalog, which combines two separate catalogs within one 
cover, is the third of the series published to date. The volume 
is edited by Judith A. Gray and Dorothy Sara Lee with 
assistance from Gregory Pontecorvo. 

The Northeastern Indian Catalog includes the earliest 
ethnographic field recordings ever made-thirty cylinders 
recorded by Jesse Walter Fewkes (1850-1930) in 1890 among 
Passamaquoddy Indians in Calais, Maine. Fewkes tried out 
the cylinder recorder in Maine in preparation for the second 
Hemenway Expedition to the Southwest which took place the 
same year. That he was taken with the operation of the 
cylinder machine and appreciated the application of the new 
technology is clear from a cylinder recorded months later in 
which he addressed the machine directly. 

Now, Mr. Phonograph, . . . tonight a gentleman from 
the Passamaquoddy Tribe is come over to see you and to 
hear the songs which were sung by Peter Selmore and Noel 
Josephs and some of the stories which they told. I am very 
glad to say that you recorded these stories which I obtained 

in Calais about a year ago so nicely that he is able to under
stand them and I think that shows that the phonograph 
can keep these stories for a very long time. 

Now, the phonograph is a talking machine. It was in
vented by Thomas Alva Edison, a native of New York. 
You can talk into it as fast as you like, or you . . 
can .. speak .. as .. deliberately .. as . . 
you .. choose . . . . It reproduces exactly what you say. 

Now, Mr. Phonograph, let us hear what I recorded on 
the phonograph in order that we can see what you can do 
in English. I know you'll do pretty well. Goodbye, Mr. 
Phonograph. (14, 737: B15) 

In addition to the Fewkes collection, the catalog lists 
numerous cylinders recorded by Frances Densmore 
(1867-1957), another early ethnographer, whose re
cordings account for almost three quarters of the Northeast 
cylinders. Trained in the music of Western Europe, Densmore 
taught piano, served as a church organist, and lectured on 
musical subjects. In 1893 she added Alice Fletcher's material 
on the Omaha Tribe to her lecture topics. Eight years later 
she herself began collecting Indian melodies by ear near her 
home in Red Wing, Minnesota. 

In 1907 Densmore joined the Bureau of American 
Ethnology (BAE) as a ''collaborator.'' The BAE was to fund
her fieldwork and publish bulletins based on her findings over 
the next forty-six years. A dedicated fieldworker, she record
ed over 2,000 wax cylinders in her lifetime. 

The Northeastern Indian Catalog contains the first and one of 
the largest collections that Densmore recorded-338 cylinders 
made among the Chippewa between 1907 and 1910. It also 
includes Densmore's Menominee collection from the period 
1925-1928 and Winnebago recordings collected between 1927 
and 1932. The Winnebago cylinders are among the latest 
recorded by Densmore or any other ethnographer and the 
catalog, therefore, spans almost the entire time period of the 
use of the cylinder machine for field recordings . 

The catalog also lists cylinders collected by Truman 
Michelson (1879-1938) among the Fox, Kickapoo, Sauk, and 
Absentee Shawnee (see Folklife Center News, Vol. V, No. 1, 
January 1982). Michelson's main interest was Indian 
languages and many of his cylinders contain spoken material. 
The Shawnee collection includes forty-six cylinders of tribe 
member Joe Billy reciting the legends of his people. Some of 
them concern the female deity Pabothkwe (Cloud), who 
created the world . On other recordings her grandson 
Abotchkilawetha (Rounded Side) addresses the Shawnee and 
neighboring Oklahoma tribes through Joe Billy. Michelson's 
cylinders with a more musical emphasis include over 100 songs 
from the Fox Tribe's Drum Dance, a collection that is 
noteworthy for its size, depth, and amenability to comparative 
study. 

Most of the cylinders listed in the smaller Southeastern In
dian Catalog were also recorded by Frances Densmore. They 
include 232 cylinders recorded among the Alabama, Calusa, 
Choctaw, and Seminole between 1931 and 1933. Other col
lections listed include Truman Michelson's recordings of 
Catawba music, Frans M. Olbrechts's recordings of Cherokee 
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Frances Densmore, February 21, 1899, "Wearing dress worn 
when giving lecture on Indian music at Art Institute, Chicago. '' 
(Courtesy of the Smithsonian Institution-54614-A) 

music and spoken word, and Morris Swadesh's cylinders of 
Chitimacha music and spoken word. 

While bound as one volume, each catalog is a distinct enti
ty with a separate introduction and bibliography. Within each 
catalog the cylinder collections are listed alphabetically by 
cultural group and then by collector. A brief narrative pro
vides references to the collector's published and unpublished 
documentation for the material, comments on particular prob
lems in the recording or identification of cylinders, and of
fers other pertinent information. Within each collection the 
listing is by individual cylinder. Information provided about 
each cylinder includes Library of Congress numbers for the 
cylinder and preservation tape copy, a contents description, 
the performer, location, and date of performance, and nota
tions on the quality of the recording. 

Volume 2, Northeastern Indian Catalog and Southeastern Indian 
Catalog, is available for $14, postage included, from the 
Superintendent of Documents, Government Printing Office, 
Washington, D.C. 20402. A check, charge card number, or 
account number must accompany order. Please refer to stock 
number S/N030-000-00167-2 when ordering. 

Dissemination Update 

The process ofreturning tape copies ofwax cylinder record
ings to the tribes among which they were recorded-the final 
phase of the Center's Federal Cylinder Project-will begin 
this spring. This phase of the project is being funded by a grant 
from The Ford Foundation. It got under way in May 1985 
with a meeting at the Library of Congress of an advisory group 
of Native American scholars and cultural specialists who 
discussed possible contacts and dissemination strategies. In 
the intervening months the project team has mailed out let
ters to tribes to advise them of the dissemination work, along 
with questionnaires to determine the tribe's interest in par
ticipating in the dissemination phase, resources for archiving 
the tapes, and programs for utilizing them. Starting in March 
Edwin Schupman, Jr. will be visiting tribes in the Southeast 
with copies of the wax cylinder recordings pertaining to each 
tribe and an information packet. 

Schupman, who has an M.A. in music theory from Miami 
University and is working on his Ph.D. in ethnomusicology 
from UCLA, recently joined the Cylinder Project staff on a 
two-year appointment. His agenda calls for him to begin 
traveling at the end of March, when he will be in Oklahoma, 
visiting the Shawnee, Sauk, Kickapoo, and Western Cherokee 
tribes. In mid-April he will go to North and South Carolina, 
where he will work with the Eastern Cherokee and Catawba 
people. A third trip at the end of April will take him to 
Mississippi, Louisiana, and Texas to see the Choctaw, 
Chitimacha, and Alabama-Coushatta tribes. 

Other members of the Cylinder Project staff will also be 
participating in the dissemination during the summer and ear
ly fall. Project director Dorothy Sara Lee will visit the Plains 
tribes and Judith A. Gray will visit tribes in Wisconsin, Min
nesota, and Iowa. In addition, Carey Caldwell, Director of 
the Suquamish Museum in Suquamish, Washington, will 
work under contract with the Center to disseminate materials 
in the Pacific Northwest. Later in the fall staff members will 
visit California and Southwest tribes. 

The dissemination material includes cassette copies of the 
preservation tapes of the cylinders, recorded with noise reduc
tion and equalization, Volume 1, Introduction and Inventory, of 
the Cylinder Project's catalog series, and the appropriate 
regional volume of the series. In addition, there is informa
tion on the non-cylinder collections pertaining to the tribe at 
the Library of Congress, other archives which may have per
tinent collections of recordings, a resource bibliography, and 
information on the Folklife Center and other offices and in
stitutions. 

The disseminators will review the materials with appropriate 
members of the tribe-archivists, historians, museum direc
tors, and, in some cases, tribal chairmen or chiefs. In addi
tion, they will be serving as consultants during their visits, 
offering suggestions for the utilization of the recordings and 
answering questions about the project, the Folklife Center, 
archiving, museums, library procedures, funding, and related 
topics. For further information contact Dorothy Sara Lee, 
Director, Federal Cylinder Project, Library of Congress, 
Washington, D.C. 20540. 
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The Bradshaw line camp cabin, 1979. (Photo by Carl Fleischhauer-NV-4363/13A) Story begins on page 8. 
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