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mountain heritage  

 This Appalachian Life, Part 2 

 

When most people think of the Appalachians, the 
mountains located in the Southeastern United States 
are primarily what comes to mind. Actually, the en-
tire mountain range which shaped and developed 
over three periods spanning 500 million years 
reaches from Georgia to Maine, and Southern Appa-
lachia includes 300 counties covering most of West 
Virginia and parts of Maryland, Virginia, Kentucky, 
Tennessee, North and South Carolina, Georgia, and 
Alabama. 
 
This region was often referred to as the Back Country 
in Colonial times, but today it is often called the Southern Highlands or Upland South. 
Although this area encompasses around 1500 miles of mountains, our cultural identi-
ties are linked together based upon speech, dialect, building practices, folk music and 
dance, arts and crafts, superstition and religion, and the family heritage of land owner-
ship and usage including farming, feuding, moonshining, and homesteading. 
 
Although daily life in the Southern Highlands was filled with hard work, our people 
have always found creative ways to express themselves in ways that brought them 
lightness and joy. After all, “All work and no play makes Jack a dull boy.” And as we 
know very well, life here in the Southern Appalachians is far from dull! The music, art, 
literature, and architecture from our people was as unique as we are; and although re-
sources were often limited, the results were often complex in their simplicity. 
 
Beloved Appalachian musician Dolly Parton wrote in one of her favorite songs My 
Tennessee Mountain Home, 
 
  Sittin’ on the front porch on a summer afternoon 
  In a straight back chair on two legs, leaned against the wall 
  Watch the kids a-playin’ with June bugs on a string 
  And chase the glowin’ fireflies when evening shadows fall. 
 
  In my Tennessee mountain home, life is peaceful as a baby’s sigh  
  In my Tennessee mountain home, crickets sing in the fields nearby 

Barbara J. Dover, GCGSI Publication Chairperson 

Horse and Honeysuckle 
Image captured by Barbara J. Dover 

from a neighbor’s farm on September 14, 2006. 

See This Appalachian Life, Part 2, page 2. 
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This Appalachian Life, Part 2 

-continued- 

 

                          Honeysuckle vine clings to the fence upon the lane 
  Their fragrance makes the summer wind so sweet 
  And on a distant hilltop an eagle spreads its wings 
      And a songbird on a fencepost sings a melody. 

Dolly Parton’s simple lyrics paint a perfect picture of a peaceful Sunday afternoon, 
choosing to appreciate the beauty surrounding her Tennessee mountain home. Placing 
the lyrics with an unforgettable melody; accompanying it with instruments that might 
have been played on that front porch; and you have music that pulls at your heart-
strings and leaves you wanting to sit on that front porch, right then and there. 
 
That’s what music does. The song teller’s story is an expression of life. The front porch 
of that Tennessee home was a gathering place for the community. The home itself 
might have been constructed of hand-hewn logs, quite unlike the “cabins” found in to-
day’s Appalachian neighborhoods. Not only was music being played on and around 
that porch, but someone might be whittling; someone might be stitching together piec-
es of a quilt square; someone might be stringing beans from the garden; someone 
might be sketching that songbird on the fencepost with a piece of charcoal taken from 
the woodstove while pondering how to get materials to paint memories of Grandpa’s 
farm up at Mountaintown; someone might be writing it all down in a short story or 
even writing down an imaginary life away from that porch. Yes, that would be a mighty 
big porch, but the culture of the Southern Appalachians is a mighty big porch. 
 
Back in March 2021, our newsletter looked at some of the lifestyle and history of our 
people who call the Southern Appalachians home. We wrote about a day in the life of a 
rural Appalachian woman; speech and dialect of the folks in this region; and the food 
and drink on the table and on the road. Sweet tea and milk from the resident cows 
were often served on the table, but moonshine became an export business for many 

farmers to support the family in times of need. 
 
In this June 2021 edition of Mountain Heritage, we will 
explore the culture of folks in the Upland South. Music, in-

cluding a modern original ballad in the style of early Appala-

chian songs; arts, crafts, and textiles; architecture; and litera-
ture of the region will be featured. So pour a glass of sweet 

tea, sit back on your own front porch, and enjoy.    

 
Honeysuckle vine clinging to a fence 

Photo ~ Barbara J. Dover. 

Honeysuckle and Horse 
Photo ~ Barbara J. Dover 

 

 



 

Page 3 
The Gi lmer County  Genea log i c a l  Soc ie t y ,  I nc .  

Traditional and Old-Time Appalachian Music 

 

 

The word music is derived from the Greek word mousike; “art of the Muses.” In Greek mythol-

ogy, the nine Muses were the goddesses who inspired literature, science, the arts, and any crea-

tive pursuit. Since the beginning of time, people have been inspired to arrange sounds in time 

to form a composition using elements of melody, harmony, rhythm, and timbre. The inspira-

tion, or muse, for these compositions could be anything the composer heard, such as the song 

of a bird or rainfall. The muse could also be something related to any of the other senses or 

even someone that the composer encountered. A melodic poem produced through the compos-

er’s voice became a tribute to the muse, and in what has been known as the folk tradition, these 

songs were passed down between generations. As musical composition progressed through the 

centuries, the development of instruments provided more ways to produce musical sounds and 

the need to preserve these musical sounds resulted in a musical system of notation. Indeed, the 

complexity of musical creation grew through the years, but its simplicity remained as well. 

 

The culture, and specifically musical creation, varied from different regions, countries, and 

communities; and it was not only inspired by what was unique to the region, but from what was 

available to create the music. There were as many differences in the muse that inspired the dif-

ferent musical elements as there were in the people creating the music. The music created in 

Africa was as different from Western Europe as the people, and the music of South America 

was unlike that of Asia. But as ethnomusicologists have discovered in their research, even with 

all the differences, the commonality was evident. As regions and countries began exploration 

into other areas of the world, and immigration began to occur, their cultures combined into 

what has been called a “melting pot.” And the musical gumbo created in that pot was tasty and 

fulfilling. 

 

As with any region, the history of the immigrant settlement of the 

Southern Appalachians was a direct influence upon its musical cul-

ture. Initially, the isolation created by the geography of the moun-

tains perpetuated the previous musical culture of the immigrants. 

However, through the years, as changes in population and industri-

alization occurred, so did the culture. Therefore, it is important to 

understand the history of the area in order to understand its musical 

culture. 

 

During the 17th century, the largest and most influential group of 

American immigrants on the Eastern seaboard were those from 

England, Ireland, Scotland, and Wales. (The French settled as they 

worked their way up the Mississippi River.) In the early 1700’s, the 

Barbara J. Dover 

See  Traditional and Old-Time Appalachian Music, page 4. 

 

Highlands and Scots-Irish Immigration Map 

1700’s-1800’s 

Photo ~ Scotsman.com 
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Traditional and Old-Time Appalachian Music 

-continued- 

 
Eastern immigrants moved west but were deterred by the ridges of the Appalachians. Along 

with the geography of the mountains, expansion was also postponed due to a hostile Indigenous 

American population; rivalry between the English and French over the fur trade industry; poli-

tics before the states’ unification making land rights uncertain; and good farm land was already 

annexed by land companies. 

 

In 1750 an opening in the Appalachians called the Cumberland Gap led to the fertile farming 

land of Kentucky, and the 1763 Treaty of Paris resulted in the French relinquishing American 

land rights to the English. This along with the population explosion in Ireland and a lifting of 

their country’s travel restrictions increased their immigration to the U.S. Most of the Scots-Irish 

immigrants came as indentured servants and after about 7 years when their terms of service ex-

pired, they moved south into the mountains due to the high cost of local land. This supposed 

“lower class” of immigrant resulted in the stereotype of “white trash” or “hillbilly,” although in 

order to survive in the Appalachians, you needed to be healthy, resourceful, and knowledgeable. 

 

The relocation of Indigenous Americans in 1835 by President Andrew Jackson allowed for a 

more peaceful settlement of Appalachian communities, but even in the 1860’s, the time of the 

Civil War, most settlements didn’t average more than three generations back. These communi-

ties were isolated geographically and unstable, oftentimes with families struggling. They all 

needed to rely upon each other and anything social, including religion, was very important. The 

musical traditions from home were cherished as links to the past and passed down from genera-

tion to generation. 

 

Appalachian music is often divided into two periods: 1) Traditional, including ballads and dance 

tunes brought by Scots-Irish immigrants found in the region from the early 1700’s through 

1900; and 2) Old-Time Music, which became popular from around 1900-1930 and was a blend 

of traditional music with parlor, vaudeville, and minstrel show tunes as well as African-

American styles. 

 

Traditional Appalachian music is predominantly based 

upon Anglo-Celtic folk ballads and instrumental dance 

tunes. The ballads were almost always sung unaccompa-

nied, and usually by women, fulfilling roles as keepers 

of the families' cultural heritages and rising above their 

daily monotonous work through fantasies of escape and 

revenge.  These ballads were often from the British tra-

dition of the single personal narrative, but most of the 

one hundred or so variations of the three hundred classic 

ballads found in American tradition are about struggles 

from the female standpoint, such as Barbary Allen, Lord 

Thomas and Fair Ellender, and Pretty Polly.  

See  Traditional and Old-Time Appalachian Music, page 5. 

 

Appalachian Musicians 

Photo ~ homestead.org 
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Traditional and Old-Time Appalachian Music 

-continued- 

 

The ornamentation and vocal improvisation found in many Celtic ballads seems to have led to 

that specific tonal, nasal quality preferred by many traditional Appalachian singers.  Even as the 

subject matter changed through the years to reflect American locations, subject matter, and oc-

cupations, versions of the ballads still include love affairs and interpersonal relations as their 

main theme.  

 

Broadside ballads, printed on cheap paper and sold on the street, were also popular up to the end 

of the 19th century.  Written by professional composers, they often became part of the folk tra-

dition.  Unlike the British theme of love affairs, these broadside ballads tended to showcase 

male-dominated occupational experiences, such as logging, ranching, and mining, as well as 

sensational topics like disasters, murders, and tragedies. The legendary character John Henry 

was found in many of these ballads. 

 

Two other ballad types arose from the American experience, one from the African tradition, re-

flecting an actual event or action with real historical characters, and where the flow of text was 

more of an emotional mood of grief or celebration instead of a plot line.  The second ballad type 

was from the popular music source of the parlor or sentimental ballad as presented in the min-

strel shows and eventually becoming a folk tradition through repetition. 

 

One of the greatest influences upon Appalachian music, as well as many popular American mu-

sic styles, was that of the African American.  The slaves brought their own tradition of the group 

singing of work and worship songs, usually led by one person with a call and response action 

from a group.  A celebration of life with improvisation and constantly changing lyrics kept the 

groups' interest.  The percussion of the African music also began to change the rhythms of Ap-

palachian singing and dancing.  

 

The introduction of the banjo to the Southern Appalachians after the Civil War changed the 

rhythms even further.  Originally from West Africa, the banjo ended up in America and the Ap-

palachians with the slaves. Known as a “slave instrument” until the popularity of the 1840’s 

minstrel shows, by 1900 the banjo’s syncopation or “bom-diddle-diddy” had produced a differ-

ent clog dance and song rhythm. 

 

Many of the African American spirituals were discovered by mainstream 

America, particularly with the 1867 collection Slave Songs from the Southern 

United States and made popular by a choir of black students from Fisk Uni-

versity in Nashville.  With emancipation, black music began to move outside 

the South.  By the 1920’s a genre of songs known as “race music” became 

popular, with the term “race records” coined by Okeh Records. Perry Brad-

ford, a famous Black composer, promoted the potential for African American 

artists in the recording industry, and persuaded the white executive of Okeh 

Records, Fred Hager, to record Mamie Smith, a Black artist who did not fit 

 

Mamie Smith, early Blues musician 

Photo ~ thebluesroom.com 

See  Traditional and Old-Time Appalachian Music, page 6. 
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Traditional and Old-Time Appalachian Music 

-continued- 

 

See Traditional and Old-Time Appalachian Music, page 7. 

the mold of popular white music. In 1920, Smith created her Crazy Blues/It's Right Here for 

You recording, which sold 75,000 copies to a majority Black audience in the first month. The 

Great Depression ended the “race records” industry, but after World War II, the genre resurged 

and was renamed Rhythm and Blues. 

 

Religious music, including white Country gospel, was probably the music most often heard in 

Appalachia.  During the Colonial period, the press was controlled by a clergy that had no inter-

est in the spread of secular music, so written sacred music was virtually nonexistent.  There 

were three types of religious music: ballads, hymns, and revival spiritual songs.  Revival spir-

itual songs directly arose out of the call and response of the African song tradition and were 

popularized in the white communities after the revival circuit began in Kentucky in 1800.  The 

simple, repetitious text of verse and refrain was easy to sing and learn. Shape-note singing and 

revivalist gospel still flourished in the Southern mountains even after being eliminated in 

Northern churches by Lowell Mason and Thomas Hastings’ new music. 

 

The instrumental music of the Appalachians started as Anglo-Celtic 

dance tunes and eventually was altered by local needs, African 

rhythms, and changes in instrumentation.  The fiddle was at first the 

main instrument, often played alone as a piano was too expensive to 

purchase, and its tone and style often mirrored that of the ballad. In 

the 1740’s, Neil Gow, a Scottish fiddler, is credited with developing 

the powerful and rhythmic short bow saw stroke technique that 

eventually became the hallmark of Appalachian mountain fid-

dling.  Tunes often accompanied dances such as the “reel,” general-

ly thought to have developed in the Scottish Highlands in the mid-

eighteenth century.  Other dance music evolved, with the waltz 

showing up at the beginning of the 1800’s.  Square dances slowly 

developed from a middle-or upper-class dance tradition, and Black 

cakewalks were a burlesque of formal white dancing. 

 

Irish immigration also added its own fiddle flavor.  The sound of the bagpipe’s drones was imi-

tated by a double-stop approach where two fiddle strings are usually played together.  Popular 

music, such as ragtime in the late 1800’s, started the rocking of the bow, another distinctive 

Appalachian feature.  Players began to use tunings different from the standard classical, some-

times one for each tune, in order to heighten the “high lonesome” sound.  Many fiddle tunes 

acquired words, so the dance caller could take over and give the fiddler a break by singing the 

calls.  Over time, the dances changed. American squares and promenades began to feature a 

change of partners, as it was often a couple's only chance to meet in their isolated communi-

ties.  It also kept down the fights, even though by the 1930s, moonshine and fighting had ended 

most Southern mountain dances. 

Neil Gow, Scottish fiddler 

Photo ~ wikipedia.com 

 



 

The Gi lmer County  Genea log i c a l  Soc ie t y ,  I nc .  
Page 7 

Traditional and Old-Time Appalachian Music 

-continued- 

See  Traditional and Old-Time Appalachian Music, page 8. 

Although the fiddle was at first the dominant instrument, the Appala-

chian or fretted dulcimer appeared in Scots-Irish communities in the 

early 1800’s even though it has no known precedent in either Scotland 

or Ireland. This box zither is thought to be developed from the Swe-

dish hummel, the Norwegian langeleik, the German scheitholt, and 

the French epinette des Vosges. It is believed that early settlers were 

unable to make the more complex violin in the early days because of 

lack of tools and time, and this was one of the factors which led to the 

building of the dulcimer, constructed 

with less dramatic curves. The Appalachian dulcimer is a folk 

instrument, traditionally constructed of wood, and the early in-

struments were typically made all of one type of wood common-

ly found in the area of the mountains where the luthier lived. It 

became used as a parlor instrument, with its soft volume best 

suited to small home gatherings. For the first half of the 20th 

century the mountain dulcimer was still quite rare, with a hand-

ful of makers supplying players only in scattered pockets of Ap-

palachia. The instrument finally gained some popularity in the 

1950’s urban folk music revival of the United States through the 

work of Jean Ritchie, a Kentucky musician who performed with 

the instrument before New York City audiences. 

 

Other Appalachian musical instruments used for percussion/rhythm/tempo include the Spoons 

which are played by smacking two spoons together, making a clicking sound; and the Washboard 

which is played by using hands or thimble to stroke the rhythms on the instrument. The Washtub 

Bass, also known as the gutbucket, (or in other countries the "gas-tank bass" or "laundrophone,”) 

it is usually made from a metal wash tub, a staff or stick, and at least one string, although usually 

four or more strings are used. The Washtub Bass may also have tuning pegs. This instrument 

originated in African Americans communities in Appalachia before being adopted by white string 

bands. 

 

Meanwhile, the harmony and rhythm of Appalachian tunes continued to evolve, first with the in-

troduction of the banjo after 1860, and later in 1910 with the popularity of the guitar.  Early tunes 

tended to be very basic as the fiddler was often playing alone.  By adding chordal structure from 

the guitar and banjo, instrumental tunes could become more elaborate and melodic.  Using a 

chordal structure evened out irregularities as the strumming guitar produced an even backup of a 

measured beat.  The guitar also changed singing traditions in the same way.  It evened out 

rhythms and gave singers a structure for their singing.  Bands that used to exclusively play instru-

mental tunes gradually added songs with lyrics, mostly from popular and commercial sources. 

 

 

Kentucky Dulcimers created by luthier Warren A. May 

Photo ~ warrenamay.com 

 

Jean Ritchie, Kentucky musician 

blog.loc.org 
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All through the eighteenth and nineteenth centuries this music was truly “folk.” Singing was 

used for personal and group enjoyment with pickin’ and singin’ on the porch becoming a regular 

community activity, a way to socialize between the hours of working on the farm. Music was 

also used for community dances and contests with musicians being paid in food and drink.  Trav-

el was still difficult due to geography, so music-making outside the community was lim-

ited.  However, late nineteenth century industrialization improved mobility, and radio airwaves 

and recordings in the early 1920’s brought popular music to the mountains.  Mail order and mass 

production made instruments more accessible, and in addition to playing recorded music, radio 

stations aired barn dances with live performances of local talent. As a result of the radio, musical 

styles which were already coalescing increasingly crossed over with one another. 

 

Meanwhile, from 1916-1918, British folklorist Cecil Sharp decided to make an extended visit to 

the United States with his collaborator Maud Karpeles to lecture about folk music and do field 

work on English folk songs that had survived in the more remote regions of southern Appala-

chia. Following a line of research begun by Olive Dame Campbell and Katherine Jackson 

French, he and Karpeles traveled through areas in Virginia, North Carolina, Kentucky, and Ten-

nessee, recording folk songs, many using the pentatonic scale and many in versions quite differ-

ent from those Sharp had collected in rural England. (Sharp usually recorded the tunes, while 

Karpeles was responsible for the words.) 

 

By the time of Sharp's visit, Appalachia had been a cultural gumbo of ethnic white people, Afri-

can Americans, and Indigenous Americans for over 300 years resulting in a folk tradition that 

was difficult to culturally parse and uniquely American. Despite this fact, Sharp actively refused 

to collect folk material from non-white people during his visit. This led to his misrepresentation 

of American folk content originated by Black, Indigenous, or white ethnic artists as well as work 

that resulted from cross-cultural collaborations or appropriation. Sharp received criticism from 

multiple academics for this misrepresentation along with his competitive personality, sexism, 

and insistence on controlling the ongoing Folk Revival for his own status and commercial pur-

poses. 

 

Music which was now known as Old-Time was now prominent in the 

Appalachians. Henry Ford began to sponsor national contests for “old-

time music” through his auto dealerships. A revived interest in fiddling 

arose, especially as the radio brought a decline in local dances.  Fid-

dlin’ John Carson, the 1914-1922 Champion Fiddler of Georgia who 

was born on a farm near Fannin County, popularized fiddling along 

with vocals in almost 150 recordings with Okeh Records from 1923-

1931. His recordings of You Will Never Miss Your Mother Until She Is 

Gone and Old Joe Clark both sold over one million copies, and each 

was awarded a gold disc by the RIAA. 

See  Traditional and Old-Time Appalachian Music, page 9. 

 

Fiddlin’ John Carson, Georgia Fiddling Champion 

Photo ~ wilkesheritagemuseum.com 
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The 1920’s was also a decade of string band popularity.  A string band was usually one or more 

fiddles, a banjo, a bass, and a guitar, with possibly a piano and crude percussion instruments.  In 

1922 the first recording of the rural performer Eck Robertson was made, and more followed. The 

urban record companies were amazed that recordings made by groups from the mountains sold 

in huge numbers, so they capitalized on the popularity and an “industry” was born.  Many bands 

were able to quit their day-jobs and make a living from music. Even though audiences preferred 

versions of recent popular songs played in an old-time manner over the old traditional songs, the 

length of recording time also shortened traditional songs to just a few verses. 

 

In the earliest days of commercial recording, each band had its 

own regional sound, however, it wasn’t long before there was 

experimentation with crossovers.  Charlie Poole and The North 

Carolina Ramblers’ popularity was based upon parlor pieces, 

“race songs,” and vaudeville material, with the guitar and finger

-picked banjo following each other in carefully orchestrated 

progressions.  Their 1925 record Don't Let Your Deal Go Down 

Blues was said to have sold over 106,000 copies at a time when 

there were estimated to be only 6,000 phonographs in the 

Southern United States. Georgia group The Skillet Lickers; 

with Gid Tanner from Dacula, Riley Puckett from Alpharetta, 

Clayton McMichen from Allatoona, and Fate Norris from the 

Dalton area; were more spontaneous, with multiple fiddlers, 

and more of the “rough and ready” sound heard in earlier string bands.  Down Yonder” and Bile 

Them Cabbage Down were popular recordings from this band. In these string bands, singing was 

originally a single male voice with duet harmonies becoming more prevalent during the 1930’s.  

 

Family groups gained in popularity during this time, but none 

were more influential than The Carter Family from Virginia. Re-

cording over 300 songs, their repertoire consists almost exclu-

sively of Anglo-Saxon and Scots-Irish traditional music, but the 

works were adapted from their traditional forms. Even using Tra-

ditional music, The Carter Family introduced a new stylistic and 

rhythmic content to the music, and it was this that proved to be 

their greatest legacy. Ma Maybelle’s guitar styling in such songs 

as Wildwood Flower and Engine 143, where she played melody 

on the bass strings while maintaining the rhythm with chords on 

the treble strings, The Carter Family created a rhythm which was 

new to country music and even newer to the songs they per-

formed. The Carter Family’s greatest contribution to modern American music is the “Maybelle 

Carter Scratch,” a style that elevated the guitar from just an accompanying instrument to one that 

could take the lead. 

See  Traditional and Old-Time Appalachian Music, page 10. 

 

The Skillet Lickers, Georgia String Band 

From left to right: Gid Tanner, Riley Puckett,  

Clayton McMichen, Fate Norris 

Photo ~ sanceau.com 

 

Mabelle Carter of The Carter Family 

Photo ~ heraldcourier.com 
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The term Old-Time Music began to show up in the early twentieth century.  In 1908 a newspa-

per, the Iredell North Carolina Landmark used the term to describe fiddling and dancing at Un-

ion Grove.  Okeh and Vocalion Record catalogs listed Old-Time Tunes as a category, and the 

Sears Catalog of 1928 used Old-Time in its advertising. The Great Depression of the 1930’s not 

only ended “race records,” but it also put an end to the commercial viability of Old-Time Music. 

The 1930’s and 1940’s brought in the solo star system with people like Jimmie Rodgers who cut 

his first record with Victor Records in Bristol, Tennessee the same week that The Carter Family 

did; family groups like The Carter Family; and the introduction of swing, horns, electric amplifi-

cation, and bluegrass style. Traditional and Old-Time Music of the Appalachians gave way to 

the beginnings of modern commercial Country-Western music in the 1940’s with performing in 

the Grand Ole Opry at Ryman Auditorium in Nashville, Tennessee becoming the ultimate 

achievement for these musicians. 

 

The 1940’s saw another new musical genre as Bluegrass 

music developed from a mixture of several types of music, 

including Old-Time, Country, and Blues. This musical 

style is often credited to Western Kentucky native Bill 

Monroe and his band The Blue Grass Boys. One of the 

main characteristics of bluegrass, the fast-paced three-

finger banjo picking style, was developed by Monroe's 

banjo player, North Carolina native Earl Scruggs. Later, as 

a member of Flatt and Scruggs and the Foggy Mountain 

Boys, Scruggs wrote Foggy Mountain Breakdown, one of 

the most well-known bluegrass instrumentals. Bluegrass 

music grew in popularity among musicians in Appalachia, 

including the Stanley Brothers, the Osborne Brothers, and Jimmy Martin. Although it was influ-

enced by various music forms from inside and outside the region, it is often associated with Ap-

palachia and performed alongside Traditional and Old-Time Music at Appalachian folk festivals. 

 

Even though the commercial recording popularity of Traditional and Old-Time Appalachian mu-

sic faded in favor of Country-Western music, it never really died off. It just reverted back to a 

true folk music.  Fiddlers' Conventions, house parties, and back-porch jams have kept the music 

alive.  Few old-time musicians can make a living playing a style now considered archaic by the 

general public. However, a visit to the Southern Appalachians in Virginia, West Virginia, North 

Carolina, will still find singers with musicians on banjo and fiddle playing their favorite Appala-

chian standards with love and joy. 

 
(To hear a performance of an original ballad in the Traditional Appalachian style, please go to this link: 

https://m.youtube.com/watch?v=6C435YfDshk&feature=youtu.be  The ballad is “The Holler Was 

Her Home,” with lyrics written by Barbara J. Dover and music written by Barbara J. Dover and David 

G. Dover.  This was performed by Barbara J. Dover on Thursday, May 27, 2021, using accompaniment 

written by David G. Dover.  He also recorded, mixed the recording, and uploaded it to YouTube.) 

 

Lester Flatt and Earl Scruggs & The Foggy Mountain Boys 

From right to left: Lester Flatt, guitar; Earl Scruggs, banjo;  

Paul Warren, fiddle; Josh Graves, dobro guitar;  

Curly Seckler, mandolin; Jake Tullock bass 

Photo ~ blogs.lib.unc.edu 
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We all know the history of our country and how it was settled by immigrants from many 

nations, but how much do we know about their living quarters or other buildings in their 
settlements?  I want to tell you a little bit about the architecture of the people of early Appa-

lachia. 

 

The immigrants from Finland, 

Sweden, and Germany 

brought with them their skill 

in building several forms of log 

buildings, using different meth-

ods of joining corners.  They 

used round and hewn logs. 

The hewn logs were often 

square with interlocking dou-

ble-notched joints with timber extending beyond the corners.  

The Scots-Irish who were the earliest settlers in Appalachia did-

n’t have any experience in building with logs, but they adopted 

this technique in their construction.  Their masonry skills for 

foundations, fireplaces, and such were their contributions to the 

architecture.  Using the natural materials found in the area for building was a matter of con-

venience as the transportation of building materials into the mountains was nearly impossi-

ble.  So forested areas were best suited for settling. 

 

The settlers’ first priority when they came to the Appalachian Mountains was to find a 

source of water, usually in a cove or holler, and the second thing the settlers did was to 

build a shelter for the family.  This was done by felling trees in an opening in a forested area, 

preferably on flat land and close to the water source, and using them to construct a one-

room log cabin.  A foundation of stones was stacked to level the cabin. The cabin was built 

without nails. An ax and auger were the tools used to build the cabin. This was done by 

notching the hand-hewn logs on both the top and bottom and stacking the logs to connect at 

the notches, one atop the other to form a wall.  

 
Different types of notching were found in these early Appalachian cabins.  Saddle or round 

notching was quick and easy so it was used most often.  Another type is v-notching. V-

notching was used in houses by the Germans in Pennsylvania.  The log is hewn with an in-

See Log Cabins of Early Appalachia, page 12. 

Gladys Dotson Spivey 
(Photos in the heading are from Gladys Dotson Spivey.) 

 

Uncle John Miller in front of Miller Log Cabin’s chimney 

Photo - Gladys Dotson Spivey 

 

Miller Log Cabin originally built by Mr. Peyton Ivey in 1849 

Photo - Jim Price 
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The Log Cabins of Early Appalachia- 

-continued- 

verted V on the edge and on the underside. These fit tightly together, forming a strong joint.  

A dovetail notch is most elaborate type of notching found in corner timbering. The top edge 

of the logs has a basic notch angled downward from back to front, and the bottom has a 

simple notch angled upward from the end. 

 

The notched logs fit tightly together but still left a gap between the logs. Large spaces were 

covered by rocks or extra wood, and then holes and spaces were filled in with a mixture of 

dirt, sand, clay, and water to form a thick mud. Any cracks or gaps were “daubed” with the 

mud, and this was called chinking the cracks.   

 

The floor of the cabin was rough boards hand-hewn from 

logs. The roof was covered with shingles that had also 

been hand-hewn from the logs. In the inside of the cabin, 

the cracks were covered with rough planks that were 

then covered with newspapers and fabric such as muslin.  
The cabins were constructed from yellow poplar, short 

leaf pine, white or chestnut oak.  The harder the wood, 

the better it would last in the elements.  Furniture for 

the cabins was often crude with a simple design.  It was 

also made by hand with simple hand tools.  

 

Sometimes there were two one-room cabins built with a breezeway between them. One 

cabin was used for the kitchen, and the other cabin was used for the living room and sleep-

ing quarters. Both cabins had a large open-hearth fireplace at one end. The cooking was 

done in the kitchen’s fireplace, and the fireplace in the cabin where the family slept was used 

to heat the cabin and keep the family warm throughout the cold winter.  

 

There were other buildings built of logs found on Appalachian home-

steads and in Appalachian villages.  Barns, cribs, spring houses, feed 

rooms, smokehouses, gristmills, schoolhouses, and churches were 

just a few of the buildings that were constructed in the same way as 

the houses, with notched hand-hewn logs. 

 

When my great-great grandfather Joseph Miller moved his family to Gilmer County, he pur-

chased a log house from Mr. Peyton Ivey. He passed the house down to my great grandfa-

ther Ransom Carr Miller.  Ransom Carr passed the house down to my grandfather James 

Simpson Enoch Ray Miller. The house had a large ground floor room with stairs leading to 

another large room over the ground floor room. When the house was first built, the kitch-

en was located away from the main house with both separated by a breezeway. Three gen-

See Log Cabins of Early Appalachia, page 13. 

 

Miller Log Barn and Feed Room 

Photo - Jim Price 

 

Pa Ray Miller and Old Miller Log Home 

with hand-hewn poplar shingles. 
These shingles were eventually replaced by a tin roof. 

Photo - Gladys Dotson Spivey 
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The Log Cabins of Early Appalachia- 

-continued- 

erations of the Miller family lived in the log house that was built by Peyton Ivey in 1849.  And 

then sometime in the late 1880’s, the kitchen was built on to the main house. This is where 

the family gathered for their meals. The fourth generation did not live in the old log house, 

but we spent a lot of time in the old house, often spending nights with our grandparents.   

 

When my grandfather was living in the old log house, I remember there was one small win-

dow in the downstairs room. There was a wooden shutter that covered the window after 

dark. There was also just one window in the upstairs room.  When I was a child, Granny Mil-

ler didn’t want us kids to go upstairs because she was afraid we would fall down them and get 

hurt, or worse.  But when we got the chance, my aunt and I would sneak up there and sit on 

the old feather bed, just telling each other our hopes and dreams.  Of course, we would have 

to hurry downstairs if we heard Ma coming.  These were some of my fondest memories, shar-

ing things with my aunt who was like my sister because she was only 9 years older than me. 

 

There was no doorknob used to open and close the door; just a latch with a leather strap run 
through a small hole in the door used to pull open the door. The roof was made from shin-

gles hand-hewn from poplar trees. There was an open-hearth fireplace in the end by the win-

dow. There was a porch on the front side of the house. This is where the family spent Sunday 

afternoon resting from their weekly labors.   

 

I have so many memories of the old log house.  I was heartbroken when they dismantled the 

old house and moved the logs away. 

 

In the late 1940’s, Grandpa Miller decided to build a new 

more modern house. The logs were cut from trees on the 

property and sent to a sawmill to be transformed into boards. 

The boards were run through a planer to dress the boards, 

and instead of walls made of logs, the exterior walls were cov-

ered with the boards.  With more modern materials available 

by this time, the method of construction was much different 

than when that old log cabin was built a century earlier. 

 

Today’s log homes found springing up in all parts of Appalachia are a lot different than those 

built in the 1700’s and 1800’s.  People nowadays want the modern conveniences with the old-

timey look. I suppose these attempts to replicate them are, in a way, a tribute to the hard-

ships that the early settlers had to endure and the hard work that they put into building their 

shelters by hand from native material.  Although our Appalachian ancestors might have done 

some things that we might not necessarily be proud of, they did their best in the only way 

they knew how.  So, I would say that a tribute to their early log buildings is okay with me. 

 

 

Pa Miller’s “Modern” House built in the 1940’s 

Photo - Gladys Dotson Spivey 

See Log Cabins of Early Appalachia, page 14. 
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The Log Cabins of Early Appalachia- 

-continued- 

 

(Information taken from The Heritage of Gilmer County 1832-1996 and hrcga.org.  All photos by Barbara J Dover unless marked otherwise.) 

 
Originally called New Bethel Church of Christ, Ridgeway Baptist was built in 1865 by Confederate veterans after returning 

from the Civil War.  According to the local history, these builders were Wiley Pankey and his sons; J. C. Worley; Frank 
Nelson; and Leander Corbin.  The old log church was a one room structure with a dirt floor with a plank floor added later 
on.  There were two doors and three windows with shutters.  In addition to church services, in the 1890’s the log building 
was used as a schoolhouse.  An extension to the structure was built in 1940, and electricity was added in 1949.  At some 

point the crumbling stone foundation was replaced by concrete bricks.  A new church building was constructed in 1982 

across the street from the log church, and at that time the church name was officially changed to Ridgeway Baptist Church. 
 

Early rural churches were built of local materials from what the community could afford.  A normal evolution of the actual 
church structure would first be a brush arbor, then a log church, and finally a framed sanctuary.  Many of the early church 
records in Georgia show this progression, however very few of these early log churches have survived.  Thanks in part to 

“Aunt Nancy,” Wiley Pankey’s widow, this is one of them that has.  

Ridgeway Baptist Church, est. 1865 

From Flickr.com: 

Nancy Barton was born 25 Mar 1874 in North Carolina, and died 5 June 1967 in Ellijay, Gilmer County, Georgia. She was married to a 
veteran of the Civil War, James Wiley Pankey (born 27 November 1835 in Murray Co., Georgia; died 17 July 1932 in Tails Creek, Gilmer 
County, Georgia). The two married on 1 November 1906.  Although the story of “Aunt Nancy” Pankey saving Ellijay’s old log Ridgeway 

Baptist Church around 1952 is well known, the story of her watching her husband come home from the War could not be so. She was born 
almost ten years after the end of the Civil War. If “Aunt Nancy” told this to Celestine Sibley, she must have misremembered an incident. 
Perhaps she saw other soldiers as a child. Perhaps she saw a parade or a Civil War veterans’ reunion. Perhaps Celestine Sibley embellished 

her story with an assumption.  The date of this clipping is unknown, but it must have been mid-June 1967. Celestine Sibley wrote a column 
for the Atlanta Journal Constitution for many years, and this might be from that newspaper.  

Welcome 

Come unto me,  

all ye that labour and are heavy laden, 
and I will give you rest 

Hand-hewn logs and dovetail-notched corner joints 

Ready for dinner on the grounds 

Under the eaves 

Three windows 

http://hrcga.org/
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Folk Arts and Crafts in Appalachia 

 

See Folk Arts and Crafts in Appalachia, page 16. 

 

 

 

The Southern Appalachian region’s cultural heritage boasts great diversity in the media of its folk 

arts and crafts, as well as its artists. Folk painting, sculpture, and pottery have strong traditions in 

the area, from workshop-based potters to painting steered by spirituality and mysticism. One ste-

reotype that initially comes to mind when people think of Appalachian arts and crafts is the 

mountain man sitting on his cabin’s front porch steps with a knife and a chunk of wood, shaving 

away pieces of the wood to while away the time or to produce figurines, kitchen utensils, or even 

handles for his special whittling knives. Jed Clampett of the 1960’s television show “The Beverly 

Hillbillies,” was known for his whittling when trying to figure out something unaccustomed to him 

in his new California lifestyle. However, I don’t recall him ever creating anything from his whit-

tling, but maybe that was because he was from the Ozark Mountains instead of the Appalachians. 

 

Although the words whittling and carving have been used interchangeably, whittling uses only a 

knife, while carving uses chisels, gouges, mallets, a lathe for turning, and sometimes a chainsaw. 

Woodworking through whittling and carving may create pieces from simple to intricate, function-

al to whimsical, including figurines, furniture, boats, musical instruments, sculptures, and much 

more. Regardless of the method of creating, wood is just one of the variety of media used in Ap-

palachian arts and crafts. 

 

While a true definition is difficult to find due to myriad influences upon the artist, folk art gener-

ally refers to work done by untrained, nonacademic artists involving a decorative item, perhaps 

with minor practical use. It is made using traditional or family methods with the intent of creating 

an aesthetically pleasing art piece. The artists’ personal expressions in their artwork are generally 

more visual than functional. 

 

Items traditionally produced for practical use are usually considered 

crafts, although many items that once served useful purposes are now 

used almost exclusively as decoration. As a result these items become 

folk art, similar to the now-popular vein of "found" art. For instance, a 

quilt that was stitched according to specific designs and passed down 

through generations with its only use to keep warm in the winter is a 

folk craft. However, the same quilt hung on the wall only to be 

viewed becomes folk art through the change in its functional context. 

This functional change is also seen with rag rugs, bird decoys, and pottery, among other items. 

Although crafts may be ornamented to some extent, as these objects lose their functional role and 

become simply visual works of art, their creators tend to emphasize ornamentation more often. 

Barbara “Bobsock” Dover 

(Photos in the heading are “Daddy’s Creatures” made by Hank Dover from briar roots and other found objects.) 

“Diamond in a Square Pattern” Quilt stitched by 
Buena Keener Hales and Rebecca Hales Burrell 

Photo - facebook.com 
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Folk Arts and Crafts in Appalachia 
-continued- 

 Folk art is often known as outsider, naive, or visionary art. Outsider art generally refers to the 

work of self-taught artists who function outside the mainstream of any artistic community, espe-

cially an established art academy or educational program. In many cases, outsider artists have 

experienced economic or social disabilities that have isolated them from the "average" American 

lifestyle. In the past, many did not consider themselves artists at all, and might not even intend to 

sell their work. Many outsider artists distinguish themselves from folk artists in that while folk art 

is a tradition, passed on from generation to generation, often creating something that is practical, 

outsider artists create unique, pure art from a spontaneous inner drive. 

 

Many gifted Appalachian folk artists working in a variety of media are either native or adopted. 

Some artists are described as memory painters from their portrayals of memories from their ru-

ral childhoods. Other artists might be described as visionary painters since the scenes they por-

tray arrive not from memory but from visions, often religious in nature. The images captured in 

vision and memory painting are somewhat impressionistic in that instead of a realistic interpreta-

tion of a physical setting, the artists attempt to recreate the way in which inborn or spiritual forces 

have shaped their memories or creative consciousness. 

 

Untrained sculptors usually work with wood or metal using 

skills gained in an occupational context. North Carolina artist 

Clyde Jones makes a variety of sculptures but is best known 

for his "critters," which he carves with a chain saw. He will rear-

range the display of critters in his yard, frequently cannibaliz-

ing finished projects for new works. Jones's methods, and the 

emphasis on traditional 

means for most folk artists, 

demonstrate a tendency in 

folk sculptors to value process over product. Another North 

Carolina sculptor and painter James Harold Jennings created 

over 4,000 works of art, most of them during the last 15 years of 

his life. His work, distinguished by colorful patterns, is a mixture 

of Appalachian art traditions and a variety of contemporary in-

fluences such as comic books and magazines. 

 

Some Appalachian folk artists and collectors 

have created their own havens to create, dis-

play, and/or sell their art. One of these is the 

late Rev. Howard Finster’s Paradise Gar-

dens located on 4 acres in Summerville, 

Georgia. Looking right and left, Finster’s 

paradise is an emotional roller coaster. It 

shouts religious messages at you and then 

See Folk Arts and Crafts in Appalachia, page 17. 

 

James Harold Jennings with his artwork 
Photo - antiquesandhearts.com 

 

 

Clyde Jones’ Haw River Critter Crossing in Bynum, North Carolina 
Photo - chathamartscouncil.com 

Rev. Howard Finster Self-Portrait 
Photo - HA.com 

 

Rev. Howard Finster’s Paradise Garden 
Photo - atlantamagazine.com 
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Folk Arts and Crafts in Appalachia 
-continued- 

 offers up soothing quieter refrains about love and peace and hope. Finster created masterpieces 

out of bric-a-brac, odds 'n' ends, stone work, woodwork, glass pieces, hub caps, rusted tools, vari-

ous kinds of hardware, lights, drawings, paintings, murals, a painted Cadillac, and more; all full of 

religious reference and aphorisms with his undaunted artistic vision. 

 

The folk art of the late Vollis Simpson in Wil-

son, North Carolina, consists of colorful and 

large whirligigs mounted on 24-foot or taller 

poles represented as bicyclists, airplanes, rocket 

ships, crosses, circles, and more shapes, with 

most that light up at night. Simpson operated a 

machine shop for decades in near Wilson before 

having an artistic epiphany and began to create 

these spinning whirligigs out of recycled scrap 

metal parts. Originally, they were found in this off-

the-beaten-path location, but now they are in the 

larger downtown Wilson, and The Vollis Simpson 

Whirligig Park features 16 of his creations. A total 

of 31 whirligigs are displayed around town; some at 

the Wilson Rose Garden, some in Hickory Grove 

Park, and others on downtown street corners. 

 

Folk artists creating with various media are found nationwide, and information about these artists 

is aplenty on the internet, therefore the rest of this article will feature Georgia artists, and a sepa-

rate profile of Pickens County folk artist Billy Roper is found in this newsletter issue. “Around 

Back at Rocky’s Place,” a folk art gallery in Dawsonville, Georgia, has become a premiere loca-

tion for folk art in the region. Their website gives the history of the gallery, “After losing our be-

loved five-pound Pekingese, Rocky, ‘Around Back at Rocky's Place’ began from a vision 

dreamed by owner Tracey Burnette. The gallery originated in a tool shed that is located around 

the back of the house. To honor our canine companion, ‘Around 

Back at Rocky's Place’ was born. Both Blan and Burnette  first 

began collecting pottery some thirty years ago, which then led to 

collecting paintings and other media. From this hobby sprang the 

gallery in 2002 with 24 artists. Over the years, we have grown to a 

second building with approximately 300 self-taught painters, pot-

ters, wood carvers, metal sculptors, and fabric artists.” The gallery 

boasts the largest collection of work by folk artist John 

“Cornbread” Anderson “in the universe,” however work by other 

See Folk Arts and Crafts in Appalachia, page 18. 

 

 

Willis Whirligig Park 
Photo - wsj.com 

Vollis Simpson and some of his whirligigs 
Photo - bostonglobe.com 

 

Raccoon Eating Persimmons 
John “Cornbread” Anderson 

Photo - aroundbackatrockysplace.com 
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Folk Arts and Crafts in Appalachia 
-continued- 

 North Georgia folk artists such as Rev. Howard Finster, R. A. (Reuben Aaron) Miller, Ed 

Gilliam, Barbara Wikle, Robin “Bird” Smith, Tom and Judy Touchstone, John Sperry, Hubris 

“Mustard” Vickers, potters from the Hewell, Ferguson, and Crocker families, and Billy Roper is 

displayed and sold. 

 

R.A. (Reuben Aaron) Miller was a folk artist from Rab-

bittown, Georgia in East Hall County. Born in 1912, R. A. 

was a self-taught folk artist, best known for his whirligigs, 

metal cutouts, and drawings. Following decades working in 

a cotton mill and as a Free Will Baptist preacher, Miller 

started producing outsider art late in life. By the late 1970’s 

and early 1980’s, he had placed hundreds of his completed 

works on his property, as well as selling them on the road-

side. Miller used his artwork to help spread the word of 

God, and his materials consisted of paint, magic marker, 

tin, bicycle parts, and scrap metal. His dominant subjects of 

artwork were animal and 

human figures, and short 

inspirational messages, most 

notably "Lord Love You." His animal images ranged from birds, 

snakes, pigs, chickens, and dinosaurs inspired by National Geo-

graphic programs on television. Human figures include red devils, 

angels, icons such as Uncle Sam and Elvis Presley, and abstract 

characters wearing hats or smoking cigars. Miller's most persistent 

image is a figure entitled "Blow Oskar", which is based on his 

cousin, who would always blow his horn passionately whenever he 

would drive by Miller's property. 

 

His work gained wider recognition in the 1980s, when it was fea-

tured in the twenty-minute video “Left of Reckoning,” which was a 

collaboration of the Athens-based rock group R.E.M. and painter/

filmmaker James Herbert. Images of the whirligigs may also be 

seen in R.E.M.'s music videos for the songs “Pretty Persuasion,” 

“Seven Chinese Brothers,” and “Time After Time.” Following 

these videos, Miller's artwork appeared on the December 2001 

cover of TV Guide magazine and exhibitions soon followed. In 

early years, his artwork had sold for $5–$50, but by the time of his 

death in 2006, gallery prices were as high as $700–$800. Widely 

collected, and in constant demand, Miller is acknowledged as one 

of the more notable folk artists in the U.S. 

See Folk Arts and Crafts in Appalachia, page 19. 

 

R. A. (Reuben Aaron) Miller 
Photo - skotforeman.com 

 

Blow Oskar 
R. A. Miller 

Photo - webartgallery.com 
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Folk Arts and Crafts in Appalachia 
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Hewell’s Pottery has been producing pottery with red 

Georgia clay since 1850, when Nathaniel Hewell (1832-

1887), a Barrow County farmer, turned to pottery-making 

as a sideline, producing tableware and utilitarian pieces 

such as butter churns, jars, and jugs during the Civil War. 

His son Eli Hewell (1854-1920), moved the business to 

Gillsville, Georgia around 1900, making food-storage 

crocks for the folks of Hall County in the days before rural 

electrification. When commercial dairies and refrigeration 

made their way to North Georgia, the churns, pitchers, 

crocks, jugs, and other glazed kitchenware evolved into 

garden pottery. In 2007, the Hewells discovered that Eli 

had married into a family of potters from Edgefield, South 

Carolina, known for its highly decorated pieces. Eli had 

actually worked in the shop of famed potter Dr. Abner Landrum. Eli’s great grandson Chester 

and Chester’s son Matthew began experimenting and creating new pieces decorated with dancing 

figures, chickens, and other designs; and these new pieces could be mistaken for those Edgefield 

ones from a century earlier. In addition to the garden pottery and the 

“Edgefield-inspired” designs, the Hewells still create folk art pottery such as 

face jugs, bowls, and vases that are prized by folk art pottery collectors. 

Through the years, a total of seven generations of Hewells have passed 

down the art and craft, and it appears that the line of this Georgia folk potter 

family will continue for even more. 

 

Gillsville, Georgia is home to other pottery families in addition to the 

Hewells, many multi-generational. Other Gillsville families known for func-

tional craft and decorative art pottery are the Cravens, Crockers, and Fergusons. These families 

not only produce utilitarian pieces for use in the garden, but decorative pottery such as face jugs 

are created for collectors. American face jugs were originally fully functional pieces made by Afri-

can American slaves in the mid-1800’s that served the practical purpose of 

holding and pouring liquid. Some slave owner accounts hold that African 

American slaves would use their face jugs to carry water into the fields with 

them, and some scholars believe that face jugs were used as a form of a self-

portrait, and could have been a way for slaves to deal with their physical 

displacement and loss of visual worth. Folklore has it that these jugs were 

used for spiritual, rather than practical purposes. It is believed that if the 

jugs were buried outside of front and back doors, they would scare spirits 

away. It is also claimed that these jugs were used as grave markers and 

placed atop burial sites surrounded with the possessions of the deceased. 

See Folk Arts and Crafts in Appalachia, page 20. 

 

 

Devil Face Jug by Bobby Ferguson 
Photo - worthpoint.com 

 

Face Jug by Chester Hewell 
Photo - 1stdibs.com 

“John 3:16” Folk Art Pottery Jugs by Matthew Hewell 
Photo - caseantiques.com 
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Folk Arts and Crafts in Appalachia 
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 As folk art, face jugs have become significant in the history of African American art. Because for-

mal ceramic skills to create face jugs were taught after America gained its independence, they are 

regarded as some of the first truly American pieces. Because of their interesting physical charac-

teristics and historical context behind them, face jugs are important examples of American folk 

art. 

 

John “Cornbread” Anderson is a North Georgia folk paint-

er, born and raised in Lumpkin County, residing there to-

day with his wife Jana, and their two sons Poley and Isaac. 

He has held numerous jobs in his lifetime such as that of a 

diesel mechanic, butcher, law enforcement officer and man-

ager of a farm. Cornbread had long been surrounded by 

artists, as both his mother and wife paint, but he didn’t 

begin painting until 1995. His subjects come straight from 

his own personal experiences of living the country life. His 

paintings feature guineas, strawberries, foxes, turkeys, 

coons, birds and other North Georgia animals in their na-

tive habitat. His works are based on childhood experiences 

and early memories as well as his current interest in these 

creatures. Using bold acrylics, he paints on the surfaces of metal, wood, cardboard, and canvas. 

John “Cornbread” Anderson is a popular Appalachian folk artist, and his work is now found in 

private and corporate collections worldwide. 

The number of Appalachian folk artists keep multiplying as they explore the diverse subject mat-

ter, media, and styles of artwork. And with each piece produced, the artists express themselves in 

ways that are meaningful to themselves and to those that collect their art. Be it based on memo-

ries or visions, a family tradition, or a way of honoring the past heritage of others, it is more than 

just an aesthetic. It triggers an emotional response in the both the creator and the collector. The 

growth of its popularity has shown that collectors have found an emotional connection to the style 

and artistry. To echo the statement that is repeated daily anywhere that art is being viewed, “I 

don’t know much about art, but I know what I like.” Evidently, more and more people seem to 

like Appalachian folk art. 

 

John “Cornbread” Anderson with Mother Guinea Hen and Chicks Painting 
Photo—2sisters.blogspot.com 

Titmouse on a Blooming Limber Twig Apple Tree 
John “Cornbread” Anderson 
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Billy Roper, North Georgia’s Visual Storyteller 

 

 

 

 

Billy Roper is an Appalachian self-taught folk artist whose works are created through 
painting, drawing, sculpting, storytelling, poetry, and more. His current artistic me-
dia is colorful acrylic paintings on canvas with his personal musings painted on the 
back and sculptures in wood and North Georgia marble. However, some works are 
created on wood and paper using oil pastels and charcoal. Billy has been featured in 
numerous magazines and newspapers; and has had two books published about him 
and his works: Billy Roper, Visual Storyteller, a book accompanying a 2007 one-man 
show at North Georgia University when he was the school’s first artist-in-residence; 
and In My Dreams I Ride Wild Horses by Jean Curran. Curran’s book, named from a 
poem written by Billy, includes his life story up to publication in 2011 and many im-
ages of his works. He has been the featured artist in multiple exhibits and his art has 
won awards in various festivals and shows. Billy’s paintings, drawings, and sculp-
tures are found in many galleries and collectors’ homes. All of his works reflect his 
Appalachian roots, his Cherokee ancestors, and their culture. He has said, ”I was 
taught who I was and where I came from for countless generations I know – that does 
not make me better or worse but it makes me – me.” 
 
From the book In My Dreams I Ride Wild Horses, he shares that he was born 
"blessedly poor" in the Yellow Creek community of Southeast Pickens County, a place 
that no longer exists as he knew it. During his youth, Billy, although socially isolated, 
enjoyed a lot of freedom as he spent most of his time in the woods observing nature. 
He said of his childhood in an interview with the newspaper Pickens Progress’s jour-
nalist Christi Poole, “Me and art was like a bird dog chasing chickens. From as far as 

back as I can remember I was pretty much what I am 
now. When I was little, mama use to teach me to draw 
things, flowers and such.” In another interview, he 
said, “There isn't a time I can remember when I didn't 
want to mark on something. I was the worst write-on-
the-walls young'un that ever lived.” 
 
“When he left home after high school," Curran writes, 

Barbara J. Dover 

(Photos in the heading are: (left) Billy Roper painting upright bass - from dreamweaver.reinhardt.edu 
and (right) Front and back of hand-painted upright bass - from facebook.com.) 

See Billy Roper, North Georgia’s Visual Storyteller, page 22. 

 

Photo - facebook.com 
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 "he headed for Suches and found a job cutting collards." Billy said about that time in 
his life, “Them migrant workers don't know anything I don't know. If you ain't cut col-
lards for a livin', you ain't lived. My first day on the job I laid my finger open to the 
bone. It's a little bit of a handicap bleedin' on the collards as you go along. That sorta 
told me I didn't have that much of a future in farmin'. 
 
“Then I went to work pavin'––asphalt pavin'. It was the worst job in the world. When 
you were gettin' ready, pickin' up rocks and such, it was terrible, but when you started 
pavin' you would get in the zone, and you would break out in a sweat. That winter I 
was gonna trap. There was just one problem with that trappin'. I caught a possum one 
time and absolutely broke mine and his heart both so I didn't do well at trappin' be-
cause to trap you must catch the animal and skin him, and I had a problem with that. 
And so the trappin' career was a lot more for show than anything else––and talk. Oth-
er than that one possum I never did catch anything, and I could have. That's like deer 
huntin'. I'd rather sit there and watch them go by. It was just bein' in the woods. But I 
worked at asphalt pavin' for two years, one summer and then off that winter and then 
all of the next summer. And then I worked a little bit one spring." 
 

After that, Billy worked as a mill hand, a craftsman carpenter and cabinetmaker, and 
suffered much personal pain on his way to becoming an artist. He credits his great 
love with his wife J.J. in providing a strong supportive influence and safe environment 
to create his art. He sold his first painting at the age of 42 and hasn’t let up since. 
When asked by journalist Poole if thinks he would have found his success as an artist 
if his earlier life had been different, Billy replied “No I could not of. It is like hearing a 
song. Can’t sing it if you ain’t heard it. I hear these kids trying to sing the blues now 
days. It is a joke most of the time. Like I heard this person say one time they talk about 

Billy Roper, North Georgia’s Visual Storyteller 
-continued- 

See Billy Roper, North Georgia’s Visual Storyteller, page 23. 

  

The Anxiety Painting 
Billy Roper 
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 rambling all they ever done was go to the beach with their parents. They never been 
homeless, hungry, etc. How you going to sing the blues if you aint been blue? Why not 
sing about something they know?” 
 
“The artwork I do is the truth, I don’t have to dream it up, I lived it 
and still am living it. I just got better shoes now. Ha Ha. You want to 
cut marble try you a few tours in a rock quarry with the water spray-
ing on you and your clothes freezing. Then just as hot in the summer. 
Work on them old houses where your hands get so cold they won’t 
work no more. Folk art is from life’s classroom. Ain’t no school for it.” 
 
Billy’s paintings have become popular due to the subject matter of “the simple life.” 
When asked by Poole how he comes up with his ideas, he said “I see it in my head. 
Sometimes finished, sometimes in pieces. I don’t have to think it up; it is already there. 
All of life is simple - the real thing is. People make it hard. You stop breathing you 
stop. Pretty simple ain’t it? You have your life until you don’t. Anything else is extra. 
 
Some of the things I do are happy and cheerful, some ain’t. Just like my life is. The art-
work matches my life. I do somethings to sell, some to not. The high-end collectors 
usually get the moody. Anger does not match your couch pieces. The whole range of 
what I do is broad. There is usually something in there for most people.” 
 

The front of Billy’s paintings do not complete them. 
The back of them continues the expression with hand-
written stories by Billy. When Poole asked how this 
process came to be, Billy said, “Well any blank space 
around me is in danger. Ha Ha. Sometimes the writing 
is about the painting, sometimes not at all. It usually 
describes more the feelings involved. In a lot of cases I 
use the writing to help people see what they see. Not 
so much what I see. They take my ideas and apply it to 
their lives. That happens a lot. I have had a lot of hurt 

in my life, most people have. The paintings and writing are used for all kinds of rea-
son with people. It has happened many times that people will give the painting to 
somebody that is having the same problems the painting addresses. More often people 
have their own reasons that I never know. Used to a long time ago I would write, 
carve and paint. With the painting I just started to combine them at a certain point.” 

Billy Roper, North Georgia’s Visual Storyteller 
-continued- 

See Billy Roper, North Georgia’s Visual Storyteller, page 24. 
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 Billy’s passion lies in his wood carvings. He said in the in-
terview with Poole, “It got hard to find good wood there 
for a while so I began to use canvas. I don’t like canvas as 
much as wood.” Not only are the sculptures themselves an 
artistic expression, but the tools used to create them are as 
well. His practicality is such that “if a tool won’t do what 
you want it to, you need to make one that will”. Billy re-
members sitting on his father’s lap when he was 3 and 
playing with his knife. While just a small child his desire to 
carve was so strong he used a screwdriver and hammer to 
carve on rocks. Not only does he create sculptures in wood, 
but he also sculpts pieces out of Georgia marble. 
 

Music also plays a valuable part in Billy’s art, 
both in the subject matter of musical instru-
ments and in the lyricism of his stories. In 2010 
and 2011, Billy spent nine months painting on 
an upright bass that was raffled off in April of 
2011 at The Bear on the Square, a music festi-
val in Dahlonega, Georgia. All the proceeds of 
the raffle were used to benefit the Georgia Pick 
& Bow Music School, an instructional music 
program that helps to ensure that Appalachian 
music is passed down to the next generation. 
In addition to incorporating music as a subject 
matter for paintings, Billy has also hand-made 
several banjos from scratch, down to tanning 
the skin for the head. 

 
Education in the arts is important to Billy. Even after 
completing his residency at North Georgia University, 
he continued to go into classrooms to speak about Ap-
palachian life and its art. Then in May of 2017, Billy 
and several other artists in Pickens County met to talk 
about preserving the arts, crafts and stories of the Ap-
palachian Mountain culture. The dream and passion of 
its founders resulted in the opening of the Southern 

Billy Roper, North Georgia’s Visual Storyteller 
-continued- 

See Billy Roper, North Georgia’s Visual Storyteller, page 25. 
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 Appalachian Folk School in 2018. “A place where ‘passing down’ happens,” the 
school’s mission statement reads, “Our dream is to create a folk school with the mis-
sion of preserving the spirit of the Southern Appalachian Mountains by inviting the 
world to participate in the Arts, Crafts and Stories of our mountain culture. We aspire 
to create a walkable, residential campus that offers workshops and classes that encour-
age open participation and learning.” Billy has been an active teacher of the school 
since its opening. 
 
The folk art created by Billy Roper, with his color use, diverse media, symbolism, and 
his own thoughts about each work, is an obvious reason why he has become a success-
ful artist. However, art is more than just the visual perception. It must speak to things 
that matter in the viewers’ lives and as a result, create within them an emotional re-
sponse. As Jean Curran wrote in I Dream of Riding Wild Horses, “Billy's story, along 
with the growing popularity of folk art, is evidence that this unfortunate circumstance 
is giving way to interest, acceptance, and ultimately fascination. In the final analysis 
Billy Roper has become a successful artist because his art is unique, relevant, and skill-
fully and beautifully executed with obvious emotional intensity that speaks to the 
public as clearly as words can. And he is that rare human being who spreads felicity 
and grace just by being himself. He dreamed of riding wild horses, and he tamed 
them.” 
 

Billy Roper, North Georgia’s Visual Storyteller 
-continued- 

Photo: facebookcom 

Author note: Much of the content of this article about Folk Artist Billy Roper was re-
searched from pickensprogress.com and dreamweaver.reinhardt.edu; and almost all of the 
photos were shared on Billy’s Facebook page Billy Roper Art.  The internet is a wondrous 
thing!  The photo on the left is of Billy and me at an art exhibition in 2017 at Gilmer Arts in 
Ellijay, Georgia.  My sister Janice and I spoke for quite awhile with Billy and his wife J.J., 
two of the kindest people around. Billy’s vibrant painting in the photo is named Liar With 
A Fan.  Although I know this isn’t the meaning behind the painting, but I cannot lie that 
after meeting Billy and Joan and learning more about Billy’s art that I have become a fan! 
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Stereotypes about Southern Appalachian people and their lives have long been perpetuated in 
all forms of written works. Unfortunately, to the rest of the world, there is not an under-

standing that most of those stereotypes are indeed fiction. Yes, writers may be writing from 

their individual perspectives and experiences, but we all know that our own individual per-

spectives and experiences are just that, individual. And just as no one person or region can 

be painted with a broad brush, this holds true to the people and region of Appalachia. 

 

The literature of Southern Appalachia begins with the narratives of the Cherokee people, 

people who were here thousands of years before immigrants came and settled. These Indige-

nous People were removed from their own land by President Andrew Jackson during the 

Trail of Tears which resulted in the death of more than a fourth of the tribe. The Cherokees 

had some fascinating origin stories to explain how various things came into existence. Their 

belief system and connection to the earth feature prominently in their stories as well. 

 

No one ever called Thomas Jefferson a hillbilly, but the Appalachians 

are visible from Monticello. When he wrote Notes on the State of 

Virginia, (1787) he described the area where the Potomac passes 

through the Blue Ridge as “one of the most stupendous scenes in na-

ture.” 

 

In the early 19th century, literature was written about the heroic exploits of mountain men 

like Daniel Boone and Davy Crockett. Yes, mountaineers were being celebrated as some of 

our young nation’s heroes. One example of our mountaineers’ heroism is the Battle of King’s 

Mountain on the North/South Carolina border in 1780 when mountaineers swarmed out of 

the hills in one of the most decisive Revolutionary War victories over the British Army of 

General Cornwallis. The Battle of King’s Mountain lasted 65 minutes, and the British Army 

and their loyalists had 290 of their soldiers killed, 163 wound-

ed, and 668 taken prisoner. The Patriot militia had 28 killed 

and 62 wounded. The British thought that gentlemen soldiers 

kneeled in line and shot in unison. This thinking was foreign, in 

more ways than one, to the mountaineers who thought they 
should shoot from behind trees the same way they shot deer 

and squirrels. John Crockett, Davy’s father, was one of those 

sharpshooters. 

Southern Appalachian Literature 

Barbara J. Dover 
(Photos of books in heading are from google.com/images.) 

See Southern Appalachian Literature, page 27. 
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 Appalachians and their literature also contributed to the ending of slavery. Twenty years be-

fore William Lloyd Garrison began publishing the abolition newspaper “The Liberator,” Elihu 

Embree began publication of “The Emancipator” in 1820 in the little Eastern mountain town of 

Jonesborough, Tennessee. This area, like counties in northern Alabama and eventually the 

whole state of West Virginia, revolted against secession. The Civil War battles across the 

region and differing views on slavery split mountain families and their division was covered in 

national newspapers. Unfortunately, not all mountaineers were on the side of history during 

his time.  Andrew Johnson, Lincoln’s successor who unraveled the ideals of Reconstruction, 

was from Greenville, Tennessee, just down the road from Jonesborough. 

 

In the late 1800’s, the national perception of Appalachia and its people changed with the inva-

sion of railroads and the timber and coal industries. “The Atlantic Monthly” published an essay 

in 1899 written by William Goodell Frost, then president of Berea College in Kentucky, in 

which he called mountaineers “our contemporary ancestors.” What a fancy way of calling us 

backwards! He said they were “living to all intents and purposes in the conditions of the co-
lonial times.” He wrote,” If the mountaineer’s patriotism is old fashioned, his literary suste-

nance, if such it may be called, is simply archaic. His music is a weird minor key, and like that 

of Chaucer’s Prioress, ‘entuned in hire nose full swetely.’ (sic) And their gospel music was 

“doleful.” I don’t think that Dolly Parton, The Carter Family, and other Appalachian musi-

cians would know what he was talking about or even care. And it was ironic that Frost was 

the president of Berea College, the first integrated co-educational institution in the South. 

The college was founded in 1855, and it switched to free tuition for mountaineers when 

Kentucky banned integrated education in 1904. People like Frost and his ilk turned the per-

ception of Appalachians from sympathetic to just pathetic. 

 

Novelist John Fox Jr. perpetuated that perception in 1904 

with The Trail of the Lonesome Pine. Written about Big 

Stone Gap in far southwest Virginia, it was designated the 

state play of Virginia. Horace Kephart, one of the pioneers in 

establishing the Great Smoky Mountains National Park, 

claimed in his book Our Southern Highlanders, that the 

people “know nothing of civilization.” “But let us never lose 

sight of the fact that these people, intellectually, are not living 

in our age,” he concluded. And now we know that even our 

own began the stereotyping of the region. Interestingly 

enough, various geographic areas of the region are lauded as 

great places to retire, etc., even while the stereotyping of its 

people continues. 

 

Southern Appalachian Literature 

-continued- 

See Southern Appalachian Literature, page 28. 
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 Industrialization had a great effect on the Appalachian Mountains, and the lyrics of protest 

songs reflect its struggle for unionization and workers’ rights in both textile mills and coal-

fields. Kentucky musician Jean Ritchie wrote “The L&N Don’t Stop Here Anymore” about the 

Hazard coalfields in eastern Kentucky.  

   I used to think my daddy was a black man  
   With scrip enough to buy the company store  
   But now he goes downtown with empty pockets  
   And the L&N (coal trains) don’t stop here anymore 
 

While this struggle for the coal miners’ rights in Kentucky was under way, The Great De-

pression came along and depressed the region even more. The state was already behind its 

neighbors in electricity and highways, and during the Depression, food, education, and job 

opportunities were even more scarce for Appalachians. Books were sadly lacking, and by 

1930, almost a third of the people in Kentucky couldn’t read. But they wanted to learn. They 

felt their very survival was being threatened and saw literacy as a means of escape from a 

vicious economic trap. 

 

In 1934, the Pack Horse Library initiative, which sent 
librarians deep into Appalachia, was one of the New 

Deal’s most unique plans. The project, as implemented 

by the Works Progress Administration (WPA), distribut-

ed reading material to the people who lived in a 10,000-

square-mile area of eastern Kentucky. Local “libraries" 

were housed in any facility that would volunteer space, 

from churches to post offices. Librarians manned these 

outposts, giving books to carriers who then climbed 

aboard their mules or horses, panniers loaded with 

books, and headed into the hills. They took their job as 

seriously as mail carriers and crossed streams in wintry 

conditions, feet often frozen in the stirrups. They earned 

$28 a month—around $495 in modern dollars. 

 

The books and magazines they carried usually came from outside donations. Any reading ma-

terial was accepted: books, magazines, Sunday school materials, textbooks. Once these pre-

cious books were in a library’s collection, librarians did everything they could to preserve 

them. They repaired books; made bookmarks from old Christmas cards to prevent dog-

eared pages, and when books and magazines were literally falling apart, they pasted stories 

and pictures from the worn books into binders, turning them into new reading material. 

Southern Appalachian Literature 
-continued- 

See Southern Appalachian Literature, page 29. 
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 Recipes, also pasted into binders and circulated 

throughout the mountains, proved so popular 

that Kentuckians started scrapbooks of quilt pat-

terns too. In 1936, packhorse librarians served 

50,000 families; and by 1937, they were serving 

155 public schools. 

 

The Pack Horse Library ended in 1943 after 

Franklin Roosevelt ordered the end of the WPA. 

The new war effort was putting people back to 

work, so the WPA projects tapered off. That 

marked the end of horse-delivered books in Ken-

tucky, but by 1946, motorized bookmobiles were 

riding books into the mountains. 

 
The introduction of mechanized mining and diesel locomo-

tives brought about a decline in the coal mining industry, and 

as a resulting, eastern Kentucky and West Virginia became an 

area symbolic of white poverty. In 1964, President Kennedy 

appointed a panel that called Appalachia “a region apart—

geographically and statistically.”  Harry Caudill and his 

book Night Comes to the Cumberlands drew President 

Kennedy and the nation’s attention to the issues facing Appa-

lachia. Harry was an local attorney from Whitesburg, Ken-

tucky, who dictated his court pleadings against stripmining 

and the practices of coal companies to his wife Anne. The 

couple entertained journalists and dignitaries from all over 

the world. Among them was Charles Kuralt, the CBS report-

er who produced “Christmas in Appalachia,” a tale of poverty 

in eastern Kentucky coal camps. This brought about the cam-

paign to “modernize the mountaineer.” 

 

Caudill’s essay “O, Appalachia,” which both showcases his eloquence in describing his region 

and his emerging doubts about the strength of character of mountaineers to do anything 

about their condition. Caudill’s work would help to establish the perception that Appalachia 

was predominantly a ravaged coal land.  This began the period of time in the 1960’s and 

1970’s that became known as “the Appalachian Renaissance.” This was a time in which litera-

ture and native writers began their rise to the forefront. 

Southern Appalachian Literature 
-continued- 

See Southern Appalachian Literature, page 30. 

 

Photo - blueridgecountry.com 

 

 

Photo - openlibrary.com 



 

  

Page 30 
The Gi lmer County  Genea log i c a l  Soc ie t y ,  I nc .  

 
There began a pushback in native literature against the negative lazy stereotype of the re-

gion’s people. The people’s independence, pride, and self-reliance was emphasized in these 

writings. Jesse Stuart’s The Thread That Runs So True described how his mountain stu-

dents with few resources won a state academic championship. Wilma Dykeman Stokely, an 

Asheville-born writer who married into the Newport, Tennessee Stokely Van Camp canning 

family, wrote The French Broad, about strong families and pollution in this river valley in 

two states. This was a foreshadowing of the coming environmental movement. 

 

Berea graduate Jim Wayne Miller wrote poetry that captured the feel-

ings of people who grew up on the mountain farms but had to migrate 

to cities to survive. His work as reaches out to Southern mountain 

people who live in two worlds: farmers who have modern lives like 

other Americans, yet they are rooted in older traditions as well.”  His 

“Brier Sermon-You Must Be Born Again,” described escaping stereotypes 

as “brier’s”—city slang for mountain migrants—like being born again, akin 
to taking off the brogans of winter and walking refreshingly barefoot in the 

summer.” 

 

The late James Still, author of River of Earth, was also a teacher of 

other writers. His poems like “Rain on the Cumberlands” would ap-

peal to any farmer who appreciates nature’s wonder. Author Gur-

ney Norman is another of a number of mountain writers who 

came out of hollers and coal camps and later attended Ivy League 

universities, Norman attended Stanford University where he 

wrote Divine Right’s Trip in The Last Whole Earth Cata-

log.  It’s a story about a tripped-out fellow who heads back home 

to the hills and proposes to establish a rabbit and worm farm to 

refurbish the hillsides with good soil:    

“First, we’ll save our own; we’ll breed ten thousand rabbits and twenty 

million worms, and make this dead old hillside bloom.  Then if other 

people feel like they’ve got a troubled soil, why let them call upon us, 

and we’ll respond with miracles, signs, and wonders.  Faith, brother. 

Faith and rabbit shit, that’s the theme.” 

 

Two nationally known writers, both now at Berea College, who are making major strides in 

redefining mountaineers are bell hooks and Silas House. Hooks has dispelled the myth that 

the mountains are full of white Scots-Irish and no Black people. “Coming home to Kentucky 

hills was, for me, a way to declare allegiance to environmental struggles aimed at restoring 

proper stewardship to the land,” hooks writes. Her first book, Ain’t I a Woman? Black 

Southern Appalachian Literature 
-continued- 

See Southern Appalachian Literature, page 31. 
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 Women and Feminism (1981) was a critique of the feminist 

movement that had overlooked Black people. She is hoping for a 

“return migration” of the dispossessed to retake the mountains and 

replant them with trees and rose bushes. 

 

Silas House is also helping 

to redefine impressions of 

Appalachian people. His 

novels reflect his sense of 

home with well-developed 

characters, often mem-

bers of the rural working 

class, that want to be seen as real people. They are 

worried about their responsibility of carrying on 

traditions and memories within a changing econo-
my and landscape.” His first novel, Clay’s Quilt, 

part of a three-volume series, made the New York 

Times best-seller list. 

 

Literature by Appalachian writers and about Appalachia not only seek to change the percep-

tion of the region by reflecting it as it was and is, but also strive to feature its uniqueness in 

their works. Recognizing the truth is the first step in invoking any needed change. Writers 

such as Thomas Wolfe, Charles Frazier, John Finger, David Joy, Sharyn Crumb, Alessandro 

Portelli, Ron Rash, Elizabeth Catte, Vicki Lane, Ron Eller, Renea Winchester, Sheila Kay Ad-

ams, Lee Smith, Steven Stoll, Wayne Caldwell, Anthony Harkins, Charles Dodd White, Rob-

ert Gipe, Ann Pancake, Wiley Cash, Richard Starnes, and Frank X Walker among others have 

taken off their brogans of winter and begun the journey. 

 

 

 

 

 

 

 

 

 

 

 

 

 
(100daysinappalachia.com.com, thisappalachialife.com, smithsonian.com, and citylights.com were used in research of this article.) 
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First Families of Gilmer County Georgia 

 
  

The First Families program is designed to honor those 

pioneers who settled in Gilmer County in 1840 or be-

fore, and to recognize their descendants upon becom-

ing members of this program.  We encourage anyone 

who is directly descended from early settlers whose 

names appear on the 1840 or any prior Gilmer County 

Census to apply.  Discovering your Gilmer County 

roots can be challenging and exciting; and your re-

search can serve as a source of information for genera-

tions to come.  An approved applicant receives a cer-

tificate and pin acknowledging this Gilmer County an-

cestor.  Come and join our 230 descendants who are 

currently members of First Families of Gilmer County! 

Applicants are not required to currently reside in 

Gilmer County.  For more information, please visit our 

website at: http://www.gcgsi.org/firstfamilies.html. 

Gladys Dotson Spivey, First Families Chairperson 

Kevin D. Kell  Captain James Kell 

Carla Corbin Ash  Abraham Darly Pence 

First Family Members Added During  

The Second Quarter Of 2021 

New Members  Ancestors 

New First Families Members of 2021 

Kevin D. Kell with First Families Chairperson Gladys Dotson Spivey 

Photo ~ Rebecca Burrell 

Charlie Harper Watson-Trefrey with his mother Laurel Watson 

Photo ~ John Trefry 

 
A special thank you to the family of Betty Abernathy Riddle, one of our founders of 

The First Families of Gilmer County, for your generous donation of research and 

documentation of families of Gilmer County and beyond. 
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Mountain Heritage Newsletter  
Published by Barbara J. Dover 

Gilmer County Genealogical Society, Inc. 

Publication Chairperson 

 

June 2021 
  

• Monday, June 14 -  Flag Day  

 

• Thursday, June 10 - GCGSI Board Meeting 
        Gilmer County Library Meeting Room - 2:00 p.m. 

 

• Saturday, June 19 -  Juneteenth 
 

• Sunday, June 20 - Father’s Day and Summer Solstice 
                   

• Research Fridays 

        Gilmer Family Research Center Volunteers 
Gilmer County Library 

        10:00-12:00 noon/1:00-3:00 p.m. 

         June 4 -  Trish Henson 
         June 11 - John Davis 
         June 18 - Ben and Eileen Bailey 

         June 25 - Volunteer Unavailable 
              
 

July 2021 
  

• Sunday, July 4 - Independence Day 

 

• Research Fridays 
        Gilmer Family Research Center Volunteers 

        Gilmer County Library 
        10:00-12:00 noon/1:00-3:00 p.m. 
         July 2 - Trish Henson 

         July 9 - John Davis 
         July 16 - Volunteer Unavailable 
         July 23 - Volunteer Unavailable 
         July 30 - Gladys Spivey 

          

August 2021 

 

• Thursday, August 12 - GCGSI Picnic 

        Ellijay River Park - 12:00 noon 
        Subject to change. 

  

• Research Fridays 

        Gilmer Family Research Center Volunteers 

    Gilmer County Library 

        10:00-12:00 noon/1:00-3:00 pm. 
        August 6 - Trish Henson 
        August 13 - John Davis 
        August 20 - Volunteer Unavailable 

        August 27 - Volunteer Unavailable 

All GCGSI activities are subject to change.  Please check your email and our Facebook page for updates. 

BULLETIN BOARD 

Honeysuckle in Bloom with a Butterfly 

Anthonore Christensen (1849-1926 

 

This edition of Mountain Heritage is 
dedicated to the memory of: 

 

the brother of GCGSI Vice-President 
Jan Williams Cooler, 

Al Williams (1956-2021) 
 

and the husband of member 
Ernestine Annis, 

Ronald O. Annis.



 

  We’re online! 

 www.gcgsi.org 

Contact email: gilmergenealogy@gmail.com 

The Gilmer County Genealogical Society, Inc. 

P. O. Box 919 

Ellijay, GA 30540 

706-514-8600 

• GCGSI Membership 

• First Families Application 

• Genealogical Links 

• Officers and Chairpersons 

 

What  Is  Ava i lab le  Onl ine?  

The Gilmer County Genealogical Society, Inc. 

P. O. Box 919 

Ellijay, GA 30540 

• Book Order Forms 

• 1834 and 1840 Census 

• Contact Information 

• GCGSI Newsletters 

Page 34 
The Gi lmer County  Genea log i c a l  Soc ie t y ,  I nc .  

http://www.gcgsi.org

