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Abstract

This project examines Norwegian American folk musithe Upper Midwest from the
folk music revival period in the 1960s and 70sh® present day. It considers the ways in which
one ethnic tradition has continued in a multi-ethtontext and examines creolized, modernized,
as well as historically reimagined forms of thissiau

The mid-twentieth century folk music revival in Anan popular culture contributed to
a set of conditions that made renewed interedilintfaditions among Norwegian Americans
possible. The Norwegian American revitalizatiowlistinctive not only because of its specific
ethnic focus but because those individuals who tgothe revitalization were themselves
immersed in the ethnic community. Younger musici@hs advanced the revitalization at this
time were not merely performers but have becomergxgources of this music in the Upper
Midwest, also serving as archivists, self-taughtléwists, documentarians, and scholars in the
field; in essence, curators of their own traditions

This work also addresses how Norwegian Americakrfalsic has progressed since the
revival period of the mid-twentieth century. It ackvledges the creative impulses still at work
among musicians who not only preserve musicalticadi but continue to experiment with them
to keep them current and relevant. These musiceftect a continued desire for an ethnic
identity, providing a connection to cultural exgerces that are not constrained by language-
based art forms.



Preface

“Highlandville Waltz”

Refrain
Come with me, dance with me, give me your hand
Hum to me softly an old tune
Tell me a story of when you were young
Dance to the song of this schoolroom.

Though years are between us come close to me now
Your wisdom and memory will lead the way
The music and dancing remind you somehow
Of friends who came courting on Saturday.

Refrain
And whisper of Grandpa so tall and so thin
A dancer with feet light as feathers
He’d refuse not a soul for a whirl or a spin
Waltzing in circles together.
Refrain
This is your last dance, let it last for a while
| know that someday I'll miss you
Watching the shadows for your calm, wistful smile
Stepping in time with your old shoes.

Refrain

— Eric Sessions and Greg Dale



As a child, every time my siblings or | would leawg house my father would call after us,
“Don’t forget who you are!” as we stepped out otite front steps and shut the door behind us.
For years | assumed it was his way of telling usébave ourselves when we were outside of our
parents’ jurisdiction. And it may have been pattigt. But much later, as he was dropping me
off at college for the first time he left me withis: “Go discover who you are.” | had to be
reminded of that years later because | was in anabverwhelmed state that | failed to
remember anything he said in particular. But | khof that sometimes and about how, when we
are growing up we need instruction, we need rulesneed enculturation to tell us who we are
and where we stand in the world. Then comes awien many of us are sent away to discover
ourselves for ourselves. What | realized was timvier needed to be found. The contrast of
living in a new place helped underscore my idenbty finding out who | really was turned out
to be a matter of remembering who | was back hdrmes is the state of mind | am in when |

think about identity and ethnicity.

Scholars in the area of family folklore have loegagnized the link between our
personal family experiences and the interests weueuater in life (Morgan 1981, Narayan
2007). In this work | am following this pattern, igh is clearly reflected in my writing. At times
| combine personal experience to lend support tamalysis, offer up alternative interpretations,
or simply to echo thoughts or experiences my inésvees have shared with me. They are not
intended to distract from the fieldwork and anaydnave done, but by including them | am

speaking from my experience both as a participaahd observer of this community.

The experiences we accumulate by participatingnchsoaking up traditions, rituals,
stories, etc. as young people help orient our paghedults; help us navigate new situations and

form relationships with people and places. Esskyptiais work is an attempt to articulate these



things: how tradition helps us navigate change @vilnultaneously adapting to it, how the
important work of some individuals who take it ugbemselves to preserve cultural expressions
make it possible for us to continue negotiating mewtexts, how the interplay between tradition
and innovation is expressed through a broad spaatficontemporary musicians, and how we
can look ahead to the future of Norwegian Ameriftdk music through the creative work that is
being done today throughout the Upper Midwesth&awords of folklorist Henry Glassie,
“tradition is the creation of the future out of thast,” and history “is an artful assembly of
materials from the past, designed for usefulnes$isarfuture” (2003:176). Though it can be
difficult to watch as cherished traditions changean also be a comfort to recognize that they

often continue on in one form or another for otheranjoy in the future.

For years lovers of Norwegian American folk musawé feared for its survival in a
modern context. Unknown numbers of melodies froen@fd Country that once entertained and
brought families and neighbors together in piore®mes have been lost. Young musicians are
trained in classical styles on a wide variety atinments in school and led away from steeping
themselves in the old-time music of previous geti@ma by classical, popular, or other
commercialized forms of music. Local community desyand bands who carry on old-time
music are few and far between, limiting the expesuung people have to the musical traditions
of their families and ancestors. There are countt@sumstances and forces working against the
retention of Norwegian American folk music and otiraarkers of ethnic identity and yet they
still exist—though not without a great deal of effand not always in the recognizable forms we

expect to see.



Growing up in Decorah, lowa, a hotbed of Norweghamerican history and culture, and
having visited Norway and gotten to know a few Negvans, | was always aware of the
difference between modern Norwegian and Norwegiaredcan culture. The politics were
different. Clothing was different. Demeanors weiféedent. The humor was oftentimes very
different. For many years | was borderline embaeddy the fly-off-the-shelves Norwegian
American kitsch that pervaded my hometown. Modeomiy was sleek, progressive, cutting-
edge, and egalitarian. How could we presume tktNiorwegian American culture was
anything like Norwegian culture? Folklorist Jennifsastman Attebery’s work on Swedish
American culture and identity speaks to these pantong others. “Understanding the
incongruity between claimed and documentable hggita important, ... not just as a step in
understanding the multiple sources for Americanucal It is also a means through which we
can better understand the ways in which culturaligs use labels strategically. Labeling oneself
is a powerful act, especially when a label is caimgeenough that one’s audience accepts it”

(Attebery 2001:13).

To me the differences appeared stark, yet thereawasmderlying kinship in spite of all
the divides. Norwegians would come to Decorah &uking beyond the “Pray for me, I'm
married to a Norwegian” t-shirts, they would maraehow many Norwegian names they
recognized, how good the local lefse was, or howhmosemaling adorned the walls and
shelves in our homes. Of course for us, these shivege part and parcel of the same identity. As
often as | would roll my eyes at the tacky, comnacproduced rosemaled sweatshirts my
grandmother used to wear, | reveled in the lutgbg&les and stories that would fly across the
dinner table around Christmas time. The NorwegrahAmerican were inextricable. My early

prejudices and misunderstandings have gradualyypdited the more | have come to recognize



the ways in which process, belief, and worldvieenol with contemporary contexts and personal
creativity to inform cultural productions. In thigay | hope to illustrate how Norwegian
American traditions continue in a modern conterbtigh the lens of folk music of the Upper

Midwest.

My approach to Norwegian American folk music iratedn to the Upper Midwest is
quite different from previous studies on this topitost of the more comprehensive academic
studies focusing specifically on Norwegian Amergamd their musical traditions have
concentrated on the period of immigration leadimg the second generation. With some
contextual focus on how music traditions existetlarway prior to immigration, the primary
point of departure in my research has been the Bigiammn American Folk Music Festival,
beginning in Decorah, lowa in 1968. Norwegian Aroani musician Julane Beetham’s Master’s
thesis does the most to address contemporary raosiand future directions of Norwegian
American music, but my work delves into this arathwnore attention to innovative approaches
that individual musicians are employing.

Broadening our considerations of what might be w@red Norwegian American folk
music accomplishes a number of things. First, itemes into this discussion a variety of
musicians who dabble in multiple iterations ane@iiptetations of their musical heritage, who
might not be strictly classified as tradition beardut who are clearly drawing on ethnic musical
traditions in their own musicianship. Second, kramvledges the broadening out and continued
diversification of these traditions rather thartniesng this style of music to one interpretation
from one specific period in history. Third, it offeup a vision for how these traditions might
continue on in the future, not focusing solely ba twindling numbers of musicians focusing on

one particular style (though these styles mighd iontinued or renewed resonance in some



communities), but rather drawing attention to theysvin which innovators are suggesting fresh
articulations of their musical heritage and ethdantities. These are important issues to
consider, not only because they belong in our caat®n of Norwegian American folk music,
but because they allow us to talk more accuratetyiithe ways in which this music lives on in

Norwegian American culture.

My work positions itself among scholars who havprapched this topic from multiple
angels and entry points. Several academic stublimst &candinavian American folk music in
the Upper Midwest exist, including LeRoy Larson%/5 dissertation in Ethnomusicology called
Scandinavian-American Folk Dance Music of the Napases in MinnesotgUniversity of
Minnesota), which is one of the primary texts withich anyone interested in studying the
musical traditions of Scandinavians in the UppedWist must begin. Larson’s collection of
tunes and his nuanced discussions of the soc@hoatic, and historical factors contributing to
the successful transplantation of this music idarerican context is an important beginning.
Other academic studies along the lines of Larsao'k include Janet Kvam'’s 1986 MA thesis
(also in Ethnomusicologyjlorwegian-American Dance Music in Minnesota andR¢®ts in
Norway: A Comparative Studniversity of Missouri), Kevin Hoeschen’s 1989 MiesisThe
Hardanger Violin in the Upper Midwest: Documentatiand Interpretation of an Immigrant
Tradition (University of Minnesota), Julane (née Beetham)dla 2005 thesidlorwegian-
American Old-Time Fiddling in the Heartland: Integpation of a Creolized Traditiofinstitute
of Folk Culture at Telemark University College, May), and my own 2009 Master’s thebis
the Party Circle: Norwegian-Americans and Their éliel(University of Wisconsin-Madison).

These studies all begin their examinations witk ftdnce music prior to immigration and only



one, Julane Beetham'’s thesis, questions in delatevthese traditions are leading us in a

contemporary setting.

Phil Martin’'sFarmhouse Fiddlers: Music & Dance Traditions in tRaral Midwest
(1994) does not focus exclusively Norwegian or 8Sa@avian musicians but nonetheless touches
on many topics of relevance to my study includragms$mission, social dances, cultural
transformation due to technological advancememt,caeolized music traditions. In addition to
this, James P. Leary’s 2006 boé&klkabilly: How the Goose Island Ramblers Redefined
American Folk Musigcis an invaluable resource for examining creoligagic traditions in the
Upper Midwest as well as illustrating how Norwegrmerican musicians have contributed to
the multi-ethnic and popular music mix that has edmdefine American roots music in this
region, and one which already has and will contitau@fluence how scholars discuss folk music
in this region moving forward. So, while this hasyen to be a crucial source of information,
my work is more narrowly concerned with the tramhs of a specific ethnic group and the efforts
of the Norwegian American community to strengthsndentity by revitalizing its musical

heritage.

Other scholars have described Norwegian and Scavidimfolk music traditions in brief
terms for comprehensive volumes of music and foékloncluding the reissue of Kip Lornell’s
Exploring American Folk Music: Ethnic, Grassrooasid Regional Traditions in the United
Stateq2012), Phil Nusbaum’s entry “Norwegian TraditibNausic in Minnesota” in Titon and
Carlin’s American Musical Tradition§2002), and James P. Leary’s “Norwegian Commusfitie
in Simon Bronner'€€ncyclopedia of American Folklif2006). These pieces all give broad but
important historical perspectives on the Scandara¥imerican musical traditions and serve to

concretize the fundamental expressions of folkhféhis region and within this ethnic group.



My work on this project has come about as a coresopiof previous endeavors, the
most prominent being the Norwegian American FolksMWProject. Inspired by the suggestions
of Bill Musser of Decorah, lowa and brought aboithwhe generous funding and initiative of
Dr. James P. Leary and the National Endowmenti@irts, | worked as a Project Assistant to
help identify and digitize institutionalized andvate collections of Norwegian American folk
music. That project resulted in the digitizatiordozens of reel-to-reel tapes from Vesterheim
Museum’s collection, representing musical perforogegnfrom several Norwegian-American
Folk Music Festivals in Decorah, the reissuingahe of these older recordings, important
groundwork being laid for the future accessionaftmble and original private collections, and
the launching of a website portal which anyoneusaas a signpost for more information about
and collections of materials about Scandinavian Aeaa, and particularly Norwegian
American folk music. These efforts and the efforts of others will, witkk, result in the
repatriation of traditions to those who are integdsn carrying them on. Already we have been
able to reissue old recordings of the Norwegian-Aca& Folk Music Festival recordings on
compact disc which accompanied an issuéeasdterheinmagazine entitled, “That Old
Norwegian Song and Dance” (2009). In addition &sthproject collaborations, | have also
endeavored to consult with my interviewees abouwdtwihave written about them and their
work. This kind of reciprocal ethnography has beetical to my ability to tell their and the

community’s stories more accurately and withousgrmisrepresentation. | hope my final

1 The Norwegian American Folk Music Portal can beni here: http://vanhise.lss.wisc.edu/nafmp/. i wa
launched with contributions from the following indiuals: James P. Leary (Project Director), Ann& RResearch
Assistant and Collection Guide Creation), Carrigy Riyebsite Design and Construction), Janet Gilnzorg Karen
Baumann (Collection Guide Creation).



product does justice to everyone who has generaslyed in their time, thoughts, and personal

experience to help me with this project.

It will become apparent in chapter 3 how musiciresnselves become curators of their
own collections, but with access to more uniquéectibns it will become easier for scholars and
musicians in this area to revive old traditiond tinay have been in danger of being forgotten
altogether. Already | have had the honor of logatime name of an older Norwegian immigrant
fiddler from Minnesota in a list of fiddle contgsrticipants from 1926, a copy of which |
received from Jim LearyThe list was compiled by Guthrie T. Meade andespnts newspaper
accounts of the fiddle contests sponsored by HEarg which proliferated in the Upper
Midwest that year. Musician Beth Hoven Rotto hadrbsearching for information about a
fiddler by the name of Ole Hendricks (1850-1947)rsd generation Norwegian American and
purportedly one of the best fiddlers in Minnesatdis day. She became the benefactor of this
man’s fiddle and old song books and was interest&dowing if anyone else had run across his
name. The list compiled by Meade turns out to ledfitist known record of this fiddler in print
and Beth is working with colleagues to transcribe of Hendricks’s old tune books for modern
musicians with the possibility of developing morejpcts from this down the road. On occasion
unique collections that find their way to institutal archives are able to give back to the
community and it is because individual musiciangehaken the responsibility of preservation

so seriously that we are sometimes all able tofiidnam their amazing collections.

2 A copy of this list also exists in the Robert Fadkesen collection in Mills Music Library at the iersity of
Wisconsin-Madison.
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The very first chapter of my study introduces theiaus forms of Norwegian American
folk music while also putting them into historicantext. Varieties of music such as religious,
dance, and folk songs will be discussed, with ersgHanding on dance (or old-time) music and
folk songs. This chapter will also lay out the citiotis that led to creolized or hybridized music
forms in the multi-ethnic context of the New Woddd how Norwegian American artists

contributed to the regional sounds of the Upperidist.

The second chapter will introduce readers to thevdgian American Folk Music
Festival, begun in Decorah, lowa in 1968. The Hdlsic Festival was initiated to help
revitalize the tradition of old-time music that Haglen performed in homes and at house parties
in Norwegian American communities since immigratiBrimarily an aged generation of
musicians from the area participated in these drfesfival events, but festival organizers also
invited well-known folk singers and musicians fréforway to perform for festival audiences.
This chapter argues that these festival events m@ra direct corollary of the broader mid-
century folk music revival in America, but thatwas a consequence of renewed national (and
international) interest in what were perceived éadpidly disappearing traditions. The festival
was not only integral to the broadening of interestnd knowledge of Norwegian American
music, but it also helped cultivate ties betweersigians who would prove to be significant

bearers of these old-time traditions.

The third chapter explores the contributions anplaiod of the musicians who inherited
their repertoires from the generation of musiciamswn for performing at early house parties
and barn dances in their communities. Musician& sscBruce Bollerud of Madison, Wisconsin,
LeRoy Larson from the Minneapolis, Minnesota aesdl the late Robert Andresen of Duluth,

Minnesota, were born into the musical traditioresythdvanced, but they also became scholars in
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the areas of Scandinavian American and regionakUppdwestern folk music. The case will be
made that much of this musical tradition might hbeen lost had it not been for the dedication
of a group of artists who not only possess an atinknowledge of the traditions they maintain,
but who have also consciously documented and pegéine music, stories, recordings, and

other materials relating to Norwegian American rausi

In the fourth chapter the focus shifts to sevexaheples of contemporary musicians and
groups who represent broadly different approach@sotrwegian and Scandinavian American
music today. The first example, Foot-Notes of Dabgtowa, epitomizes a traditional approach
to old-time music among Norwegian Americans inttipper Midwest. Their repertoire is
largely made up of tunes from a well-known fiddiem Spring Grove, Minnesota, Bill
Sherburne. Foot-Notes have carried on in Sherbsifoetsteps not only in terms of the tunes
they play, but by continuing to perform at montbgmmunity dances held in the same old, two-
room schoolhouse in northeastern lowa that Sheebwas known for beginning in the 1960s. A
second band, Hutenanny from Northfield, Minnesd¢da demonstrates elements of traditional
old-time music, but takes a rather loose stancierultivation of their sound. The third
example is a group called Scandium, also from Nietth which has recently disbanded, but
which took a more unconventional path to preserairf@andinavian sound to their music.
Borrowing from more contemporary folk conventionsls as a heavier emphasis on the rhythm
section and more departures from traditional, Siceavitin style chord progressions, Scandium
did not offer a severely radical departure fromrii@avian old-time music, but one which was
certainly modernized and which drew from contemppofalk and world music sounds. The
fourth example this chapter will discuss is a miasi@and folk artist named Kari Tauring, based

out of Minneapolis, Minnesota. Tauring’s work clealjes established ideas of Norwegian
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American folk music by bringing together reconstedcpre-Christian practices and belief
systems brought to life by her creation of Yf@va Kona or staff carrying woman, with
immigrant era song and dance traditions. Thesedbaiparoaches to and interpretations of
Norwegian American music are by no means mutuaitjusive, nor are they exhaustive. They
do, however, represent a modern-day and diversef sgamples of how Norwegian Americans

are performing differential identities through nusi

The concluding chapter will deal with issues ofgar#-day involvement and interest in
Norwegian American folk music such as: the roléotif music festivals in the vitality of the
ethnic music community, the impact that technolbgg had on the cohesiveness or relationships
among musicians and with the broader Norwegian Azaercommunity, and the role that age
plays in the long-term prospects of these musreditions. This chapter will also address
guestions of how contemporary social undercurrantsattitudes toward an ever-increasing
globalized economy, alienation from tradition inexa of technology, anxiety about the
environment, and other related concerns are drifmegricans to reinvest in their home
communities and traditions. Finally, it will take the matter of how existing musical groups are
relating to and experiencing these societal shifits what that means for the future of Norwegian

American folk music.



13

Chapter 1: Norwegian American Folk Music: Beginnings

CM S

On the east side of the new kitchen we even byatirah, where there were
benches and chairs on which to sit and cool ot twot day. Here in the summer
evenings brother Ole would sit and play his vidiinthe hour, tune after tune of
the Norwegian folk songs and dance music, withtagEng in between. It would
make the old folks sit and sigh for happy daysiirt Old-Country home. But we
little ones would slip off with tingling feet toytrsome of the new American
dances we caught glimpses of now and then.

Erna Oleson XarVisconsin My Homéi5-6).

In Erna Oleson Xan'’s retelling of her mother Thaerfdleson’s life story, just about every aspect
of life after Norwegian immigration to America’s Mvest is discussed. The level of detail and
amount of information communicated in this shoituwee is remarkable and so it is no wonder
that when the topic turns to music and dance, we ha opportunity to learn something of great
value and interest. The passage above, for examptapsulates an important shift in the story
of Norwegian folk music in America. Here the attentturns from the immigrant generation
listening with nostalgia and sadness to the sondsreelodies of Norway while the younger
generation, who did not grow up in the Old Couribyt whose identities nonetheless are

intimately tied to it), are off testing out new Anan dances. Thurine’s story demonstrates that,
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though deeply marked by their parents’ migrati@tond generation immigrant stories also
reveal how they mix and integrate heritage int@a sontext, situating themselves in a new

time and space.

This chapter seeks to demonstrate how individisaies of Norwegian immigration and
settlement in America—specifically the Upper Midivegan in many ways serve as
representative examples of the whole communityh\aftecial emphasis on how musical
traditions fared during this transition and tooktrm the New World, we will see how
immigrants struggled to maintain connections tartbeuntry of origin while also adapting to
their dual identity in America. Broadly articulatedy study focuses on the particular type of
dance music that became popular during the housg gra in the Upper Midwest and its
successors. In this history one can still recogsimes of the community-specifiggdemusikk
that existed throughout Norway, the clear shapgmptilargammaldansnusic from when mass
emigration from Norway took place, as well as tigtinct outline of the pan-European and
popular American musical influences that made tivaiy into the community. All of these
elements become transmuted, to greater or lesgegate by time, place, and individual artistic

expression. This story begins with a migration.

Departure and Arrival

In the mid-nineteenth century Norwegian Americamigrants, shaped by their home
community traditions, met with a series of physeadl cultural migrations before and after their

journeys to the United States. Some were migraittsmtheir homeland before setting off for
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America, leaving the Romantic nationalized visidMNorway’s countryside and home of the
nation’'sVolksseelgor folk soul, in a movement towards industridii@a and the largest urban
centers of Oslo and Bergen. Others were too fan fitee city and, when faced with a decision to
leave, felt a stronger pull across the Atlantictt@an urban area where their prospects for
success may not have been any better (Lovoll 1884)1 Thurine Oleson’s family was neither
poor nor from an urban area, but by the time theigeated in 1866, most of their extended
family had already migrated, settling in WinchesWisconsin (in east central Wisconsin,
Winnebago County). The pull to be close to familgyvailed and they joined the ranks of nearly
one million Norwegians who had or would leave theimes for the New World between the

1840s and 1930.

Emigration from Norway to America began in 1825htite departure of the ship
Restaurationthe Restoration) from Stavanger, Norway to Newky starting a modest
movement westward over the next forty years oHsavever, Norwegians didn’t really engage
in a true wave of migration until the mid-1860swilhe end of the American Civil War. As
emigration gained momentum over time, ebbing aodifig as economic and political events
emerged and dissipated, the departing populatientaally involved approximately one fourth
of the nation’s people. Norway was second onlyétahd in the greatest percentage of its

population to leave its shores for a new beginmingmerica®# Naturally, Norwegians were

8 These immigrants, the majority of whom came frtwa Worwegian rural working class, were migratindgirge

part due to a population boom resulting from fglinfant mortality rates, medical advancementstaed
introduction of the potato, a new and durable feodrce (for more detailed information about thewinstances
leading to Norwegian emigration, see Semmingse®:1979, 32—-40). These conditions resulted in owsvding
and lack of employment opportunities in Norway, another chief reason for emigrating was the prerafdand
and good fortune in America. These push and patbfa worked in tandem to create the single largesbd of
emigration that Norway has ever seen.

4 Although they are by no means works of non-fictiNierwegian American immigrant novels charactetimepush
and pull factors involved in individuals’ decisiottsemigrate in remarkable and poignant ways. OlRdvaag’'s
pioneer novelGiants in the Earths perhaps the most well-known of this categouy,dihers such as Johan Bojer’s
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sensitive to the economic and political circumsesnsurrounding emigration to Americaut
whenAmerikabre\letters sent back to Norway from friends andtieds in America) arrived
bearing good news, nearly whole villages would pgelkand sail to the New WorfdWorking
Norwegians brought with them their Old World traalits and used these customs, celebrations,
skills, language, values, and knowledge to helmtbstablish a new—though split—identity in
America. Thurine, through her daughter Erna, rééiéc¢he lifelong impact that leaving Norway
would have on many immigrants in America when,radescribing the first reunion the Oleson
family had with their relatives after arriving ini¥¢onsin, she observed, “And so it began, the

lifelong talk about Norway that has never endethi® day” (Xan 1950:30).

Indeed, Thurine’s own experience growing up onAhreerican prairie in a family
comprised mostly of members who had been born invilp, was oriented by her family’s
displacement. She narrated a beginning chaptdrefatily’s own situation in Norway before
leaving for America, though she herself was nonhettil after they settled in Wisconsin.
Simultaneously ever-present yet defined by abseéltugjne’s vision of Norway would take
shape over the years through the stories, cussongs, food, and memories of her family and

Norwegian neighbors. Her story is similar to the©oabel Thortvedt, a third generation

The Emigrantgand Vilhelm Moberg'’s series by the same namediieygj Swedish emigration) are equally adept at
depicting the complex combination of reasons irdiial immigrants had for migrating to America.

5 For more information about the three waves of ignation and how they were impacted by economic and
political events, see Lovoll 1983.

8 Initial waves of immigrants settled in the eashiew York and a few made their way south to Tekas by the
time the great masses of Norwegians were landidgrierica, “the West” had opened up and great numbgr
land-hungry migrants set their sights on what i& megarded as the Upper Midwest. There, they waektl their
agricultural skills to break the prairie and makagrovements” to the land they would receive faeffrom the
United States government. Patterns of chain-migmatiorked to establish clusters of Norwegian seitiets
throughout the region. Areas in south-central aedtern Wisconsin, northeastern lowa, all over Maot&, and the
eastern reaches of North Dakota became populaepfac Norwegians to settle.
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Norwegian American who compiled a historical acdafrher family’s life in Norway from

collective memories she had heard all her’life.

Like the Oleson family, Thortvedt’s family also lggmed to come from Telemark,
though they settled in the Red River Valley of Mésnta by way of Houston County, MN
(Bergland 2008:15). Born in 1896, Orabel neverdlea back to Norway, but instead
constructed a vivid depiction of it (shaped by wad family members) in her mind, artwork, and
writings, as Bergland suggests: “She drew upomrtémories of others—oral histories,
interviews, testimonies, photographs. Her memorgkwhen, is collective. Thus, in a sense, and
perhaps most significantly, the work is distinge@glby its construction as a collective history.
Not simply the adventure of a single migrant, inat 1’ of a single self or the ‘we’ of a single
family, this narrative, unlike most migration ndivas, represents a communal memory” (17).
One example of this communal memory relates to finlisic performed at a wedding in
Fyresdal, Telemark, where both sides of Orabetisilifahad lived® She painted a watercolor

depicting the wedding dance:

In the center ... is a fiddler, either Ola G. NappePetter Veum, both mentioned
by Thortvedt and both well-known Fyresdal fiddleFee music, of course, is
accompanied by dancing and all wedding guestsaadie participate. Clearly,

the centrality of folk music in their lives is cagwed through the specific
knowledge of specific Fyresdal fiddlers and heogggtion of their importance in
the community. ... Although the dance is linked irakel's narrative with the
sacrament of baptism, and the folk traditions agfagaand secular music remained
outside the church, this powerful tradition was eibeless sustained into the
twentieth century in rural Clay County [Minnesot1)

” Thortvedt was also an accomplished artist andtitfited her accounts with wonderful original arrkvo
8 Fyresdal happens to be a little over 65 miles framere Thurine’s parents’ farm had been in Hjartada
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Both the Oleson and Thortvedt families were locatetthe midst of one of the most vibrant

areas for folk music in all of Norway in the ninet¢h century, so it is not surprising that folk
music plays a role in their family stories. Sauldefeelemark was the home to arguably the most
famous Norwegian folk fiddler of all tim&Jyllarguten(“the Miller’s Boy”), as Torgeir
Augundson (1801-1872) was known, as well as onkeobest-known Hardanger fiddlers to

tour in America, Lars Fykerud (1860-190%ykerud’s concert tours in America in the 1890s
were extremely successful and he made a fair anafunoney in his travels, but he also spent a
great deal, was swindled by those close to himrahaned to Norway no richer than he had

left, suffering from a case of tuberculosis (Haugan8:48-9, Hoeschen 1989:37).

Dependent upon the memories and testimonials efstio complete their own stories,
both Thurine and Orabel managed to piece togethgnfents, not only of their families’ early
experiences in America, but of the lives they befhind in Norway. The Old Country loomed
large in their imaginations, but also in their glakttions and practices, indicating how well their
Norwegian traditions were maintained in the secamd even third generations. In essence, they

had taken on some of the markers of the immigraneration’s experience of transnationalism.

Karen V. Hansen and Ken Chih-Yan Sun explore tipgessions of transnationalism
among Norwegians who immigrated to North Dakotaulgh their retention of Norwegian
traditions and language as well as their activéi@pation in American citizenry.
“Transnationalism can be defined as immigrantsorporation of activities, routines, and

institutions from their country of origin to shafyeir perception, desires, and practices in their

9 Sauherad is just under twenty-five miles from @ad| where the Oleson family lived, and nearly giglve miles
from Fyresdal, where the Thortvedt family farmedilsirgutten’s relationship with the famed and ciealy
trained violinist Ole Bull fueled the promotion &lemark musical traditions in the Norwegian Rorant
Nationalist movement.
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new country” (2011:73). They discuss and agree thighNorwegian scholar of American
literature and culture @yvind Gulliksen’s use of term “twoness,” which was originally used at
the turn of the 20 century by the formative writer and scholar W.EHXBIBois to describe the
African American experience of a double conscioasp®rever seeing oneself as (an) American
and as (an) African American (DuBois 1903 [1995]):45 his work, Gulliksen uses this term to
frame the Norwegian immigrants’ ability to “embrabeir new country, while simultaneously
believing that ‘the old world was not to be dise@ddut would remain an inspiration and source
of pride in the new’ (2004:9). The idea of twoneless not hinge on nations and national
identities, but rather on the successful adoptiomo cultures, a state of mind which is crucial

in the day-to-day expression of transnationalisncivilansen and Sun explore in the context of

Norwegian American immigrants in North Dakota.

These concepts of transnationalism and twoness@keyond the immigrant generation,
though to a lesser extent, since many of the tidsagsociations with the Old Country need to be
constructed by multiple generations. “Unlike themigrants themselves, the second generation
had to visualize Norway through stories; Norwegialiure was not something they could taste
and feel. The children of immigrants were born iAtoerica, where, shaped by their parents’
attachment to ancestral history and culture, teayrled English in schools but had to discover
Norway through attending church, reading literatared listening to their family lore” (Hansen
and Sun 2011:81). | would argue that although ¢ t'transnationalism” might be the wrong
word for the different sense of “twoness” that setand third generations of Norwegian
Americans experienced, the vividness with whichwégian Americans like Thurine and Orabel
were able to conjure images of Norway in their ,sintbmbined with the very real traditions

which they embraced from the first generation, semsrup a stronger connection to a double
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consciousness than many might expect. “Norway tlitry loomed large, and yet most would
never visit—they were poor people and lacked sigificeconomic resources to travel back to
their homeland. So they had to imagine and intérpréight of what they observed in their
families and communities and through the lens eirtAmerican education” (81). Of course
there were varying degrees to which individual feeaithought to, wanted to, and succeeded in
preserving Old World traditions, language, and adws, but reducing cultural transmission to
a function of imagination and interpretation igroseme of the very real practices and traditions

which were retained for generations within Norwegiamigrant families.

Neighbors and Traditions

When one examines tradition and traditional prastid is important to consider how one
defines tradition and what are the standards bglwvan item or a performance is measured to
determine its traditionality. In a study such ds,tiwvhere precedent has been set by works
focusing largely on immigrant era folk music (amdsome cases, comparing it to the folk music
in the Old World prior to emigration), where dohs traditional end and novelty begin? And
what happens when novelty becomes traditional?usgons of the terms “tradition” and
“traditional culture” are advanced by folkloristdRard Handler’s and Jocelyn Linnekin’s
argument that tradition should “be understood ahally symbolic construction” and “an
ongoing interpretation of the past” (1984:273, 2T should be mindful not to discuss
traditions as distinct, “natural objects,” as Hardind Linnekin put it. If tradition is seen, in

part, as the balance of continuity and change wihtulture or practice, we must remember that
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though continuity is not exact replication, the estgnce should not be considered any less real
or authentic to those enacting a particular traditindeed, there exists a complex interplay
between documentation of events as they transpirdek past, personal memory, conscious and
unconscious adaptation, the infiltration of hegeiman popular culture into traditional practices,
and more. Not all of these influences are contibtdlanoticed, consciously done, or deemed
significant by those continuing a tradition, so se& how circumstances might affect the
expressions of a tradition but not necessarilypreeption or experience of it. Continuity is the
momentary interpretation and performance of a praets it exists in memory. It is
remembrance enacted. Thurine and Orabel have ootesdrtheir family narratives by enacting

their own and collective memories in their works.

As indicated above, in the somewhat isolated remalronments where ethnic enclaves
of immigrants could be found all over the Upper as$t, circumstances were conducive to
maintaining traditions they brought with them te tdew World'® Immigrants who came here
from Telemark were no exception to this patternHasigan asserts, “Upper Midwest settlers
from Telemark often stayed together in new comnmemitT he first small pockets of Telemark
settlements were found in the vicinity of MuskegdNisconsin, later in Houston County,
Minnesota, and still later in the Red River Valldifaugan 2008:45-6). In some ways this new
social structure was not entirely unlike the rueaions of Norway, which tended to be

somewhat insular before the Industrial Revolutipread north in the mid-nineteenth century.

10 Norwegians were encouraged to cluster togethatiffarent reasons when they settled in the Uppigividst.
Many chose to emigrate in groups, proceeding ttesetgether once they arrived in America, makinggaisier and
less intimidating to have a ready-made communityetiple with whom they could speak and easily ediat

(Lovoll 1984:36-7). Another powerful incentive wa$,course, reuniting with family members as weisebe
Oleson family story. Orabel Thortvedt's family déed to settle in the Red River Valley as a resiultie
publication of a series of articles by Paul Hjelmniden irFadre-Landetbn the desirability of the Red River Valley
for settlement, especially for Norwegians” (Bergl&2008:39n.11).
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Norwegians in America needed to have some way @bty to the force of this cultural
change. Reuniting with Norwegians from the sama arent a long way in building up the
social networks upon which this ethnic group hasadnically relied and many of which have
been maintained successfully over the years. Naamegmerican scholar Odd Lovoll speaks to
the importance of fostering community ties anditrads in order to stave off feelings of

isolation in a completely new environment:

The solution to the sense of alienation caused dwimg away from théygd?**
regardless of distance, was to hearken back tadiereperiod in life and to
define oneself in accord with the familiar surroungs of the childhood home. To
the immigrants, ethnicity therefore became a livamg continuous tradition—a
way of life. Their ability to recreate featurestbé ancestrdbygdand to retain
psychological ties with this region made the breaith the past less evident and
eased the transition to the new-world society. §143)

The opportunity to settle in clusters made it dasyNorwegian Americans to carry on—for

guite some time—the Old World traditions they brougith them across the Atlantic.

Initially, recreating the conditions of theygdsucceeded in making areas of heavy
Norwegian settlement relatively self-sufficientAmerica as well? but no community could be
completely cut off from neighbors of other ethnackgrounds—or races—and the nature of
their relationships were at times surprising. Thesons, for example, forged a lifelong

friendship with a neighboring Irish family, the Nbitss, with whom they could not initially

11 Bygdis the Norwegian term for rural community and imAemerican context would most accurately transiatie
“parish” or “township” in English. Many of theseral areas were so isolated because of the mountaino
Norwegian landscape that villages no more tharwanfides away from each other might develop distitiatects
and traditions.

12 Regional differences between Norwegians werevéaly strongly in America in the first years follavgj
immigration, partly because Norway did not beconsewereign nation until 1905, so there was littl¢hie way of a
cohesive national identity among the Norwegianlrclass. The regional identities were strong, haevekegional
dialects were sometimes very distinctive, the saetebrations were conducted differently from rediomegion,
traditional food varied from one area to anothar, e
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communicate. Thurine Olesen recalls their unlikegndship: “This Nesbitt family had come
over from Ireland some time after our folks canwrfiNorway, and their English was very
broken. Our folks did not speak English at all, god think that they could never have had
anything to do with each other. Besides, we weaersth Lutherans, and they were Irish
Catholics. Two greater barriers than speech amgioalcould not be imagined. But, it was not
long before they were fast friends. | supposemedrom the mutual help they needed in those

early days—sickness, trouble, harvesting, andglash lonesomeness” (Oleson 1950:103).

In fact, a greater barrier than language and migould be imagined and it would prove
to be insurmountable to the Oleson family in teohfrging some friendships. The neighborly
exchange of labor, assistance, and good will tieas@e between the Olesons and Nesbitts, for
example, did not extend to the Native American camity. Early contacts between the family
and Native American peoples who lived in the areseviraught. Thurine Olseson recalls the
anxiety in her family surrounding their encounterth Native Americans: “The third thing that
scared Mother to death in this new land [after froohhaving enough money to feed themselves
and the stature and health of her American-bordien] was the Indians. She had never seen
anything but a white face in all her life. The véinpught of these savages turned the whole
family pale. If the men were away at work, we wpetrified for fear they would find us alone”
(36). Although not all relations between Norwegmoneer families and the Native community
were this tense, in this case the Oleson familyndidmanage to communicate effectively with

the Native American peoples who would pass by thetilement3

13 For examples of positive interactions betweendhe® groups, particularly as they relate to exgivam
information regarding healing and health, see StoR007:245n.21. Also, in a recently published wétaren V.
Hansen explores the relationships between Scaridimgioneer families and Dakota IndiandGncounter on the
Great Plains: Scandinavian Settlers and the Dispss®n of Dakota Indians, 1890-19@0ew York: Oxford
University Press, 2013).



24

In spite of chain migration patterns which ledhe tormation of ethnic enclaves in the
US, mixed ethnic neighborhoods were a large pditeoin America. Contrary to the classic
vision of this nation as a melting pot, immigraotsnultiple origins did not give up their ethnic
traditions or cultural worldviews in favor of adopg a purely American identity. Living among
immigrants from other nations resulted in someuwaltnegotiation and transfer. For example,
the Oleson family quickly learned to serve fishhe Nesbitts when they would join them for
supper on Friday evenings. Cultural negotiatiomsecas a result of living in an American
context as well. Thurine describes the changeyie sf dress, which her mother never
completely caught onto: “Mother never got the hahmaking fashionable American clothes.

The older [sisters] did all our sewing until we weld enough to do it ourselves” (63).

These adjustments and negotiations, however, didaroe at the expense of maintaining
Norwegian traditions or identities. Cultural reientwas perhaps especially strong among
Telemarkingamwho, prior to emigrating, were the focus of intestudy and observation by
scholars and collectors of folklore who “helpedshéhe identity of a Telemark folk culture that
emigrants from this region took with them to thedlest, a folk culture that continued to be part
of their old-country consciousness” (Haugan 2008'3Buring the 1840s, for example, tale and
ballad collectors were turning their attentiontiede areas which were considered the national

strongholds of tradition. Jgrgen Moe’s collectidrsongs and poetrygamling af Sangeavas

14 There are perhaps fewer examples of Thurine’'ssudisplaying adaptations to conform to Americalture,
though there are several examples of Thurine andibkéngs keeping one foot in each world, so teap One
possible explanation for this might be that Thusraepictions are highly selective and from herspective, the
immigrant generation symbolizes an untainted repreedion of Norway and Norwegian culture.

15 For some, however, the old®ygdemusikradition was weakening in popularity comparedame of the newer
musical trends that were sweeping through theafeStrope at the time. “The newly importedkkspil (accordion)
had become immensely popular at dances in Telerwatllres, Hallingdal, Hardanger, and other rurabar The
instrument was especially suited to the newer damees: the waltzeinlender(schottische), and polka, which
were gaining favor over the oldeygdedanse(regional dances) which had been so closely aatmativith the
hardingfele” (Hoeschen 1989:4).
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published in 1840, and Olea Crgger traveled throtegjamark recording ballads, which would
later be included in the ground-breaking voluiderske Folkevisein 1953 (Rossel 1982:7).
Regardless of which county from which these Nonaegicame, transnationalism provided
immigrants with a way of coping with and adjusttogheir new environs without being hostile
towards it. As Hansen and Sun claim in their atadbout transnationalism among Norwegians
who settled in North Dakota, “Maintaining tangildieaffective cross-border ties ... does not
necessarily preclude immigrants’ constructive eegagnt with American society. Rather,
immigrants are prompted to sustain various crosddyaonnections to their hometowns and

homelands in order to survive in the contexts tee¢ive them” (Hansen and Sun 2011:93).

Culture Through Music

As indicated above, the story of the Oleson fansilg veritable treasure trove of information
about Norwegian traditions which would graduallgimeto change and adapt over the course of
several generations in America. Looking more clps¢the development of music traditions in
Norway leading up to immigration gives us a greataterstanding of how traditional music had
already been changing up to that point as welhasdle that music played in the lives of the
first generations of immigrants. At the time of m&snigration, Scandinavia was beginning to
open up to industrialization. There was increagmerest in communication and travel within
Europe and other countries were in need of theralatesources that Norway could provide
(Lovoll 1984:4). Although many musical traditiomsNorway were considered unique to

individual communities, musical exchanges did o@sithe region strengthened ties to
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Continental Europe and were even supported bytétte as early as the seventeenth and into the
nineteenth centur§f Locally-based musicians were trained and licensesdrve in particular

areas throughout what would become the nation oividg, and even into remote areas of the
countryside. Musicians would sometimes have toergreat distances to play for events in

order to piece together an adequate living, thabgi also supplemented their income by
training and licensing other musicians. This systéficensed musicians contributed to the
dissemination of music and different musical styfesughout the country, though this type of
cultural exchange was occurring along informal cleds as well. As Goertzen indicates, there
were numerous ways in which local musicians, lieenar not, might have happened upon other
regional styles, tunes that had come to Norway afieesading throughout the Continent,

technigues that had developed out of art musidtiad, etct’

The licensing system provided a channel from citie$ had some connection to
the Continent to transmit music and violin techeida the most remote areas. We
cannot know how efficiently this worked overalllwyw the strength of these
channels varied from one place to another or awex t.. Also, plenty of fiddling
went on that was not for pay, and thus was notestildp regulation. Finally,

certain venues were difficult or impossible to kesgler official control; the
regional markets, for example, were among the mpkices where fiddlers met
and exchanged tunes. It is probable that the unistit of licensing brought some
art music performance techniques from town to agside, offered musicians
exposure to local styles other than their own, @mcburaged the spread of tunes.

16t is true that musical exchanges certainly ocedimuch earlier than this as Norwegians were farfmus
operating very active ports and certainly had memttact with the rest of Europe through trade #@is. The
Vikings, for example, were interested not only langlering new lands (such as the Scottish islafirkney and
Shetland and elsewhere in the British Isles), g eolonizing them (Popperwell 1972:69). The cityBergen was
also a member of the Hanseatic League, an intematirade-based association linking port citiee@thern
Europe from the 18to the 17 centuries, which put Norwegians in contact witkioras throughout Europe. As a
result of these activities there are also strotagiomships between the ballad traditions of thediocountries, the
British Isles, France, and Germany, though it Feentdifficult to trace the precise historical moests and origins
of these traditions (for more information about Beandinavian ballad tradition, see Rossel 198211

17 The Hardanger fiddle itself could be another exangp how far-flung influences have permeated anegrated
themselves into the Norwegian folk music traditiBecent investigations have called into questienagsertion
that it was a distinctly Norwegian innovation oe ttonventional violin and argued that other cultinfluences
may have contributed to its development. The detesgarding its origins continues as no conclusixdence one
way or the other has presented itself. For morthizndebate, see Hoeschen 1989:2-3.



27

Perhaps most important, this system must haveibated to the establishment of
cadres of skilled musician in rural areas anddodards for their performance
and behavior, even though these musicians almastyalremained
semiprofessional and part-time. (Goertzen 1997:14-5

Emigrants who were about to leave Norway for Angrtberefore, had likely already benefitted
from a rich history of musical transmission andrextges which in all likelihood continued to
infuse the area with lively traditiot8 It is not surprising, then, that music played tahiole in

the formation obygderin the New World and in the social lives of Norwaets in the US after

migration (Lovoll 1984:185).

From roughly the 1840s to the mid-1860s, in faoticert fiddling—meaning performing
mostlybygdemusiland some art music on the Hardanger violin—beoguite popular,
primarily in Norway but also in America. It servad one way for recent immigrants to preserve
ties to their Old World traditions, but also aseavrand lucrative method for Norwegian fiddlers
to make a living, sometimes on both sides of tHaric. While Norwegian American audiences
were eager for cultural contact from home, Norwegiadiences were in the midst of nation-
building, focused in large part on using the triadi of rural areas in their efforts to construct a

unified Norwegian identity? As Haugan explains, successful promotion of fodklitions within

18 n fact, at the time of the first waves of mid™&ntury emigration, Norwegians had already boriteess to a
great flourishing of musical traditions. As Goertgmints out: “The richest period in the developim&EiNorwegian
instrumental folk music began in the late eighteemntury and extended through the middle of theteienth
century” (1997:15). It should also be pointed dattalthough rural and more remote areas were egpasnew
styles and sounds as a result of the musiciandingrsystem, the music traditions of these areaddnalso likely
have been spread out and beyond the borders bi/uer as Goertzen suggests (1997:14-5).
1% To appeal to urban concert goers, traditionallfiddin Norway had to make adjustments in theilestyie music
they played, and even their appearance to enseiresticcess:

The traditional fiddle player began imitating thelwnist who placed the fiddle under his chin

while playing. ... Later fiddle players began to ...difg their repertoire. In this way a new type

of folk tunes lydarslattar, was developed. These folk music compositions .rewemmonly

inspired by the natural environment and life on mtain farms. ... These folk tunes were greatly

admired by the new audiences. (Haugan 2008:47).
For more information on how performance style clemhgmong Hardanger fiddlers in Norway in the lateteenth
century, see Hoeschen 1989:17-8.
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an urban context depended upon developing theaomage: “The musician Lars Fylkerud
printed posters of himself wearing a Norwegianoral costume holding his fiddle high. Such
tactics soon became standard procedure for folkamans in general who sought to perform in
concert halls” (Haugan 2008:47-8). The result vaas both the Norwegians who stayed behind
and those in the diaspora were able to enjoy falkimperformed by fiddlers who made

themselves available by embarking on concert tours.

Then during the late 1860s interest in folk tradis among the Norwegian urban elite
began to wane to an extent, and demand for cofiddling lagged somewhat, though a few
fiddlers still managed to make a living through cem appearances. When a later wave of
interest in the Hardanger violin and older formdNofwegian folk music in Norway hit in the
1890s, a parallel interest sprang up in Americarels Norwegian American communities were
better established at this point, more Norwegiatsdettled in urban areas, and Norwegian
fiddlers were invited to tour in the States, pariorg at events that were highly publicized and
well attended. A well-received musician could makegeral hundred dollars for one or two
performances in an urban area at this time. FiddlarMosafinn from Voss, for example,
succeeded in making enough money on tour in thiesSia the 1890s to buy a new house upon
his return to Norway (Haugan 2008:48). These imviteisicians would often come for a period
of a year or two before making their way back towey, but some who moved to the States
permanently were able to enjoy long performanceeararin the Upper Midwest. An early
example of active concert performers is Olav Petsbarg who emigrated from Hardanger, then
settled first in lowa before moving to the Red Rivalley in Minnesota. Other fiddlers like

John Fossum, originally from Telemark, performedrfearly twenty years for Norwegian
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American audiences throughout the regid8ome researchers have even compiled lists of
known Hardanger fiddlers who emigrated from patéicaounties in Norway! Valdres, for
example, produced at least fifty-nine Hardangetléds who immigrated to the United States

(Ellestad 2011:52).

Hardanger fiddlers, however, were not the only iass who carried on Norwegian
music traditions in America. Certainly there weranmy fiddlers who played conventional violin
or who emigrated from various areas in Norway whigne not necessarily steeped in the
Hardanger violin traditio? These were the folks who were more likely to ayjpig at house
parties, bowery dances (neighborhood dances hédideun the warm months, generally on
crudely constructed wooden platforms), and othehierhood celebrations. As Philip Martin
conveys of these events: “The dance party heldtohén or parlor was perhaps the most
frequent form of rural wintertime recreation frohetearly 1900s through the Great Depression.
Called ‘house parties’ or ‘kitchen sweats,’ thesardry gatherings were an excuse for nearby
families to get together to make music, dance,jastdsocialize” (1994:43). Party guests would
all get to work moving furniture out of the housal]ing up the rugs, sometimes even hauling
out the cookstove, and the “band” would start ufpe®an assortment of neighbors who

happened to bring their instruments along, housty pands were generally made up of any

20 For more information on Hardanger fiddlers andrtbencert tours throughout the Upper Midwest, ldeeschen
1989:36-8.

21 See Hoeschen 1989, Appendix A for an annotatédfliSpelemenn who settled in the Upper Midwest.

22 Hardanger violins primarily took root in the coiastof Hardanger, Telemark, Voss, and areas in $ggn
Fjordane and Valdres. In the later nineteenth c¢grthe popularity of the instrument would spreaduse farther
north and west. For a brief summary of the histi@ckground of the Hardanger violin in Norwaye stoeschen
1989:1-4. For an extended discussion of spelmeml@fhNorway and remained active fiddlers in Ancesisee
Hoeschen 1989:29-36.
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combination of fiddle, accordion, banjo, piano amp organ and perhaps mandolin or guitar.

These were extremely common, popular events thgetband strengthened neighborhood ties.

Figure 1. Dancers forming a circle at a bowery @aBtack River Falls, WI. Used by permission
from the Wisconsin Historical Society (image 56195)

Truly, almost no literary expression of the full Me&gian immigrant experience was
complete without a fiddle tune, a house party, daace of some sort. Not all depictions of these
traditions may have been favoraBtdyut they were rarely ignored, and they often esped how

ties were formed or reinforced within pioneer stcién a lively scene fronsiants in the Earth

23 For extended descriptions of house parties, semhg1975) and Martin (1994, 1998),

24 The novelThe Saloonkeeper’s Daughtiey Drude Krog Janson, for example, follows the 6f a young
immigrant woman, Astrid Holm, who lives with hettiar in Minneapolis above his saloon. Astrid hasso
difficulties finding herself in the novel, but blye end of the novel she finds happiness working ldaitarian
minister alongside a selfless female doctor. THg dapiction of a dance in the novel involves Adtangered by
her father's involvement in the liquor businessnkls and dances too much at the dance and is edduwotne by an
overbearing young man who offends her sensibildies leaves in a temper (2002:52-5). In this chidptedance is
strongly associated with rowdy, uncouth, drunkemawéor, which Astrid eventually rejects to pursue a
independent, virtuous life as a minister.
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Ole E. Rdlvaag depicts the characters Per Hangss Ba, and Tonseten dancing to a fiddler’s
tunes at a house party with a group of folks whmigrated from a different county in Norway.
Per Hansa, hesitant to take part in the danceysised by his friends Hans Olsa and Syvert

Tonseten’s keenness to dance with the neighbor woR#&vaag describes the gathering:

Remarkable how that fiddle sang! He had to adnait the man who played knew
his business, even if he was a Tronder! ... Anotlbepte came rocking past—he
ought to know that fellow, if he would only stop mimg around. By God! It was
Tdnseten, tossing along with an apple-round Tromaeman! ...

“Careful now, Syvert, old man! There are rocks arehkers ahead of
you! What would you think [your wife] would—"

“Shut your mouth, Per Hansa! What are you stanthege moping
about?” Tonseten’s face was fiery red; the danaeedhhim away before he had
time to say anything more.

Per Hansa began to breathe hard and fast; hisseggped with
excitement, narrowing to little slits. Right in thedst of a flock of dancers a big
head bobbed up and down, up and down, above atittiees, like a buoy on a
high sea. ... Then poor Per Hansa completely forgosélf. “By all the
frolicking seraphims, there’s Hans Olsa dancingsttieottische! Waves of
spasmodic twitching passed over him, in time tojidjging tune; his eyes blinked
rapidly. ... He looked around for the Baarstads, 8@m close at hand, and
grasped Gurina’s arm.

“Come, show me how the Tronders dance that tud€27:321-2).

These neighborhood parties were where musicalivadi—old and new—were passed on
within families and among friends for many yeantegrated neighborhoods incorporated new
melodies and styles into Norwegian family homes ,the basigammaldansunes and dances
were common enough throughout Europe at the tineradration that these neighbors often
had little trouble mixing, mingling, and enjoyingah other’'s company at these neighborhood

events.
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Funded by a National Endowment for the Humanitiesitd grant to explore the fiddling
traditions among aging Norwegian American fiddI€silip Martin argues that music and other
celebratory traditions acted not only as symbolthefOld World culture immigrants had left
behind, but also as “active agent[s] helping tadlifate the transition to a completely new
environment” (Martin n.d.). Celebratory events gelrto build relationships between immigrants
of different ethnic origins as well as ease thaditon into American culture and coming to
terms with a new and complex identity. Martin expéa “Within Norwegian-American
communities, it would reflect the classic dilemriee struggle to adapt to a Yankee-dominated
society yet somehow retain ties with the ethniditrans of their forebears. In its adaptation to
that duality, music reveals some of the paths takeéhat acculturation process. It shows how
traditions, born and specialized to fit one cer@inironment, change in response to new needs
and new settings” (Martin n.dhlouse parties were the environments in which imamgr
families first and most commonly carried on theaaa® music and folk song traditions in
America. The needs for community, pooled resounasinders of home and those left behind,
and fostering ties with their new environment waltesupported through social events like house
parties, work bees, barn raisings, etc. Events aadhese were often improved by music and

dancing.

As integral as music and dance have been to ¢ing st Norwegian American settlement
into the Upper Midwest, not everyone in the etroammunity approved of dance party
traditions. There was a strong negative associatitinthe violin and the devil which reaches
back into Norwegian lore that continued to affée perception of this instrument well into the

20" century, even if Norwegian Americans would noténadmitted to believing that the fiddle
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was the devil's instrumenrt. Thurine Oleson relates a tale which demonstraissbnnection in
vivid terms: “On our way to the big Winchester hilena and | had another giggle. One of the
Norwegians whose house we passed was a terribhkahd. He was also possessed with a great
desire to fiddle while he drank. One night whemaes pretty full, and was fiddling for all he

was worth, he saw the Devil come in the door amdilm/er him. The poor man flung the fiddle
down right then and there and never took it uprdgddan 1950:66). Stories that recount

fiddlers trading their souls to the devil in excharfor extraordinary fiddling skills were not
foreign to Norwegian ears, but as time marchedtimo2® century the tales of explicit
connections between the fiddle, the devil, andtwiee music gradually gave room to more

subtle beliefs.

The liner notes on Norwegian American accordio¥ista (Kjeldahl) Lee’s albumQId
Time Dance Music From Norway and Minnesdtiat at the association between old-time dance
music and the church. “At a very early age shenke@ito chord on the organ, and then began
playing the two-row button accordion when she wasuafive years old. Her husband, Harlan
Lee, remembers her playing accordion in the Bigv&rdoutheran Church when she was seven or
eight years old. There was an unwritten Norwegganthat forbid anyone from playing old time
dance music in church, but Viola was consideredxaeption because she was ‘so little and

cute” (Lee, Rees, and Larson 1985). Uneasy feslatgput types of music or certain instruments
being inappropriate within the sacred space otthech were common, speaking to the tension

that persisted between the religiously devout &edbuse party crowd. Thurine Oleson, for

25 For an extended discussion of the relationshipvéen the devil and the violin, see Larson (197429-Martin
(1994:32-6), and Rue (2009:35-41).
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example, described the fraught relationship betwieerhocal pastor and those in the community

who enjoyed dancing:

Another thing that made trouble was that [Pastaninirhe tried to make the

young people stop their awful drinking and dancidgople held public dances in
their homes. Not a week went by in winter withonesomewhere, and they were
well attended. The host did not charge any admssiot a collection was always
taken up for the fiddler, at least a dollar andhl, lor two. We were told that one
time Homme passed a house at night, all lit upfati@f people, and stopped his
horse in the road to see what they were doing. \Waaaw was the subject of
many and many a sermon and of a pamphlet, distabwidely ... . He kept
harping on this subject of dancing and drinkingraech that the young people got
down on him. (Xan 1950:74)

Though this dichotomy did not always exist withiniiegian American communities, there

certainly were palpable traces of it in many areas.

Speaking from my own experience, these differesoesetimes led to the
discontinuation of musical traditions within a fdyniOn the maternal side of my family, my
great-grandfather Arne Opheim, himself an immigfaom Norfjord in Norway, played the
fiddle as a young man. His siblings were also knasmusic lovers and keen dancers. As his
young family expanded to include five girls, howewerne and his wife Thale made the
decision to get rid of the instrument. It was inaymuiate, the reasoning was, to have a fiddle in a
house full of girls who might be easily led astrAithough my grandmother and her four sisters
grew up enjoying music, their exposure to it wagedy through the church and not the type

music their father might have played at home hachade the decision to keep his fiddle.

The paternal side of my family went through a samflddle purge in my grandparents’
generation. My grandfather’s family came from agdine of fiddlers and accomplished fiddle

makers from Norway, and my great-grandfather, OBcer, also played the instrument. When
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my grandfather Orlean Rue married my grandmotheriGtie, who was raised in a pietistic
home (they were members of the Hauge Synod of titleeran Church), she did not approve of
fiddle music or dancing and the family fiddle wascked away. The church also became the
primary channel of musical exposure on my fathside. Although the two families both veered
away from the house party and dance music scenastmthe realm of religious music, there
were slight differences in their attitudes aboutaiag and old-time music in the Norwegian
American community: my maternal great-grandparem@se worried about their daughters’
moral integrity in the context of community-widerd&s while my paternal grandmother
actively objected to the fiddle and dance musicadigious grounds, opposing dances and dance
music in all circumstances for all people. My oworg is very different from theirs. The legacy
of traditional music which had existed on both sidémy family was, in both cases, severed in
the early 2@ century. | grew up without this music in my horoaly occasionally attending
community old-time dances which were available toam a young person, and without learning
an instrument which would have adapted easily éselmusical traditions. | have grown up with
rich and interesting family stories, however, amelythave helped inspire me to add to the story

of those traditions which have been lost in my tsmi

The musicians introduced in the next chapters gnew musical families and carried on
the traditions they learned from parents, grandgareincles, aunts, and neighbors. Their
interests in preserving this culture and theiritrans, though expressed in different ways, are all
a natural progression stemming from their musicadlly childhoods. There are also times when
the community itself recognizes the importancerafxdng attention to traditions which may be
in danger of passing unnoticed. The next chaptrdes on one such event, the Norwegian

American Folk Music Festival, which not only callatiention to music traditions in the



community which were losing a foothold in youngengrations, but which also served to
connect and inspire a few younger musicians, eagig the preservation of this music in

different ways.

36
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Chapter 2: Norwegian American Folk Music Revived: Marion Nelson and Nordic Fest

In this story of how Norwegian Americans have citmtied to the richness of their ethnic
identity through musical expression there are ntaginnings and endings. Not all beginnings
work. Not all endings stick. People latch onto wiestonates with them and what helps them
creatively express where they have been, wheredtegyand where they would like to go. In
moments of transition within a tradition these thlots and concerns crystallize in the
community and sometimes, if we are lucky, we fipgpartunities to honor a traditional form
before it transitions into something else entir®yrdic Fest’s Norwegian American Folk Music
Festival held in Decorah, lowa in the late 19603 #imoughout the '70s was one clear example

of this.

Decorah, Luther, and Vesterheim

Nestled in a valley between the hills of WinneshBzkunty, Decorah became the destination of
Norwegian immigrants who were beginning to movetwasd in the 1850s, across the

Mississippi River into lowa and Minnesota. Aftetaddishing successful communities
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throughout southern and central Wisconsin new alsiwere setting off to claim land in the less
populated areas across the river. The first Norareghmigrants to move to Decorah arrived in
1850 and it was this city which would become thpipation center among Winneshiek,
Allamakee, and Fayette counties. Odd Lovoll refeesnGeorge Flom, an early Norwegian-
American scholar, who testified that Wisconsin \&gspular location for pioneers from Voss,
Telemark, Sogn, and Valdres to live temporarilyddew years before moving on to other
settlements. In 1853 the Norwegian language nevespamigranten reported rapid growth of
the Norwegian population in Decorah (Lovoll 1984:84fter the number of Norwegians in the
area grew to a critical mass, three Lutheran Chootigregations were established and, in 1853,
the little town of Washington Prairie just north@&corah secured the placement of a trained
Lutheran pastor from Norway, Ulrik Vilhelm Koréhto serve the surrounding rural
communities. Decorah was also the publication looadf the successful Norwegian language
newspapeecorah-Postepwhich ran for nearly a century, from 1874 to 19¥@day, Decorah
is the home of Luther College (established in 1&the first Norwegian American Lutheran
College’”), Vesterheim Norwegian American Museum, and ttae foe the popular Norwegian
American heritage festival, Nordic Fest. Becausallahese successful, mutually reinforcing
institutions, Decorah has long been establishexdragjor cultural and historical location for the

Norwegian American community in the Upper Midwest.

Vesterheim Museum, one of the crown jewels of Dalspbegan at Luther College in

1877 as a small collection. Beginning with objemtiiected by students from the natural world,

26 Koren's young wife, Elisabeth, wrote an extensine detailed diary recounting their journey to Aiv@ifrom
Larvik, Norway, as well as the first years of thée in Washington Prairie. See: Koren, Elisabdi®97.The Diary
of Elisabeth Koren, 1853-1858ans. and ed. David T. Nelson. Northfield, MNorWegian-American Historical
Association.

2" Though the college was established in 1861 itavimgnally located in Halfway Creek, Wisconsin, atid not
move to Decorah until the following year. (Lutheofile, History; http://www.luther.edu/about/pradihistory/)
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it gradually expanded to include artifacts colleldby missionaries and brought back to the
Midwest as well as objects preserved from the innamigggeneration in Americ&.The

collection was initiated as a means to enhanceestatdeducational experience, but by 1895 the
college decided it should focus exclusively on atpef the immigration experience and
appointed Haldor Hanson its first curator. Theeaxibn was ahead of its time in an American
context, preserving objects that would not othesviiave been deemed collectable, such as
ordinary handmade and household items which weredht to America from Norway. “The
museum became a pioneer in the preservation amaopian of America’s cultural diversity. ...
The first historic building was added to the grosimd 1913, starting the Open Air Division. No
other museum in the United States was collectinigliogs, though this was already taking place

in Scandinavia” (Gilbertson 2012:7).

After the Open Air Division was established thevreurator, Knut Gjerset, continued in
the same vein as Hanson, but also began takingiemest in objects that were made here in
America by Norwegian immigrants. The collection twoned to grow under Gjerset’s leadership
with the help of substantial gifts and contribusand in 1933 the collection was moved from
Luther College to Arlington House in downtown Deadora former hotel and publishing house
purchased by the college in 1931. Subsequent e¢sredmtinued to add to the collections, but
resources became limited and World War 1l servesilder down the mission of the museum for

several years.

In 1964 the museum became an independent institafter formally separating from

Luther College, at which point it adopted the narasterheim in honor of the word

28 The natural history objects which were a parhefdriginal collection at Luther were eventualljureed to the
college in 1972 (Vesterheim Is 125 Years Old anded@®een Better! 2002).
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vesterheimeror “western home,” which had been the Norwegiaash for referencing their

new home, America, in letters back to Norway. Darldn J. Nelson, then Professor of Art
History at the University of Minnesota, where hgoaleceived his bachelor’'s degree (1947), his
master’s degree (1950) and his doctorate (1963,appointed the new director by the new
board. Nelson had spent the previous summer catgldige museum’s collection and in his new
role as director of Vesterheim was able to contealhis expertise in folk, decorative, and fine
arts, particularly among Scandinavian Americansplite of the fact that he was still a full-time
resident of Minneapolis and never moved to Decaxehtson’s influence was formative. As
director, Nelson brought an academic focus to theeum, increasing and expanding the
collection of artifacts and implementing museunmd&ads in terms of collection, preservation,
and classification. As a result, Vesterheim bectmdargest single collection of material
culture of any ethnic group in the United Statestig his tenure as director, which lasted until
1991, Nelson also introduced several excitingatiies aimed at building ties among the
museum, the Norwegian American community, and Ngrwach as cultural tours to Norway,

instructional folk art classes, and public prograngnm

Thanks in large part to Marion Nelson’s interesti@veloping educational opportunities
and supporting new artists through these progr&®sterneim has become famous for its
commitment to offering handcraft and folk art cass*The 1960s ushered in a new interest in
cultural diversity and ethnic heritage. As secaatd third-generation Norwegian Americans
began to revive traditional crafts, many looke&¥&sterheim’s collections for examples of the
folk arts they wanted to create. Vesterheim becateader in the folk-art revival by organizing
classes in specific techniques. This American a@vitvturn sparked a new interest among

Norwegians in their own folk arts and was instrutakim the resurgence of folk art in that
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country” (Vesterheim Is 125 Years Old and NeverrBBetter! 2002). The renewed interest in
traditional crafts during the 1960s was not isadtethe Norwegian American community, but
echoed throughout ethnic groups all over the cquiitne revival “grew out of the psychological
needs of displaced peoples. ... The rapid advano®e$ culture and the naive application of
the melting pot theory had brought many Americanart identity crisis. They sought an
opportunity to investigate personal origins andugregbetter understanding of their individual
positions in the evolving society” (Moore 1989:3This desire to reconnect with a traditional
ethnic past extended beyond folk arts and craftstiee music sphere and was encouraged
within the context of Nordic Fest by the initiatiohthe Norwegian American Folk Music

Festival under Nelson’s direction.

Nordic Fest

“Nordic Fest Polka”

l.

Come to Decorah.

Again to the Nordic Fest
We’'ll have a get together
Will all have a real good time.
Will all say Hello-Hello.

Didn’t we meet before.

We all clap our hands

and yell some more.
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At the Nordic Fest

Il

Spel op du spelmand.

Vi tager os ensving.

Ler og har et moro.

Kamarater vi ser igjen.

Vi skal donse Polka.

Drikke 0l og vin og kaffe;

Med kaker jeg seger det smaker

Her paa den Norske Fest.

(Strike up (the music) fiddler.
We'll take a swing.

Laughing and having a good time.
Friends we see again.

We will dance the Polka.

Drink beer and wine and coffee;
With cakes | savor tastes

Here at the Nordic Fest.)

— Arthur Mickelsor#®

The Nordic Fest celebration in Decorah, lowa oragga in 1966, not long after Marion Nelson

took the reins as director of Vesterheim Norweghanerican Museum. The Museum has been a

2% The text of this song was found in the prograntlier 1971 Nordic Fest in the Arnold Munkel Collecti(yet
unprocessed), Mills Music Library, University of ¥¢onsin-Madison. Translation of verse two by thidnau
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key supporter of the event from the start. Prichfestival being formed, the Luther College
Women'’s Club had been known for hosting an anSy#iende Ma{Seventeenth of May,
Norwegian Independence Day) dinner at the collégeen they decided they would like to pass
the event along to another organizer, they tappedocal United States Junior Chamber to step
in and plan a similar event to honor the local Negian heritage. Nordic Fest was the result. In
the program of the first Nordic Fest organizersuded a brief history of Winneshiek County,
emphasizing the role of its Scandinavian residentaiilding community, as well as the
following statement of purpose: “The people of Datohave combined the efforts of many of
their yearly celebrations into this first NordicgteThe purpose of the Fest is to extend to all
people an opportunity to share Decorah’s Scandamalveritage. The Fest is sponsored by a
nonprofit corporation founded by Decorah people iasmmiltural rather than commercial in
nature.® These days the fest is run by a volunteer boadire€tors and depends on a dedicated
group of volunteers each year, many of whom arel@yeg by or are in some way connected to
Vesterheim. The festival includes a parade, muginis, folk art and craft demonstrations, folk
dance troupe performances, community street datregltional Norwegian food and treats, a
bunadfashion show to display regional folk costumesrfrall over Norway, and a plethora of

playful competitions and children’s activitié’s.

Beginning in 1968, Marion Nelson worked to orgaraz€olk Music Festival that took
place over all three days of the celebration (BridaSunday), which was one of the few ethnic

folk music festivals to be held in the Upper Midwasthe time*? For about three hours each

30 An impressive collection of Nordic Fest schedwad programs for the Norwegian-American Folk Music
Festival exists in an unprocessed collection ofemias donated by the Arnold Munkel family to MiNsdusic
Library at the University of Wisconsin-Madison. Ay of this 1967 program was found there.

31 See the Nordic Fest website for more informatiooua this annual event (http://www.nordicfest.cam/)

32 Though this was the first organized Folk MusictFe® first two Nordic Fest celebrations that jeebed it
included several musical elements. Namely, “stiglinusicians,” old-time street dances in the evgsiia “Norse



44

afternoon during the fest, people would retreattakd cover from the blazing late July sun,
filing into the aisles of the downtown Viking mouigeatre or the local Junior High auditorium
to hear dozens of musicians perform. Many of théopeers were from the area, but many also
came from throughout the Upper Midwest or fartheaddition, some musicians were invited to
appear as special guests from Scandinavia. Audieneee treated to traditional Norwegian folk
music, Scandinavian American dance music, Americknand popular music—sometimes
played with a Norwegian American “swing’—religiobgmns, and even some lIrish jigs and
reels that were occasionally thrown into the mixvas a remarkable event for such a small town
nestled in the rolling hills of northeastern lowavas here, among the festival’s fine and folk art
exhibits, rosemaling, carving, and weaving dematisins, traditional Norwegian food booths,
and abundant displays of Norwegian American kitfieht, the music was presented for

everyone’s enjoyment, appreciation, and edification

Marion Nelson was the primary (and for many yeais)sorganizer of the fest's music
festival in its early stage’$.He recruited musicians of whom he became awacogigfr word-of-
mouth (drawing primarily from northeastern lowa awditheastern Minnesota) to play at the
festival, sketching out a rough schedule of musgiaver the three days of performances. These
schedules were never set in stone, however, amasithot uncommon for local musicians to
simply turn up with instrument in hand, expectingéceive a block of time on stage to perform.

A festival program from 1975 warns, “Surprise appaaes by other performers and alterations

Folk Music Program” in which Jon Embretsen (an eyipk of the Norwegian Embassy) discussed Norwegian
musical instruments and played the Hardanger fiddéewegian folk dancing and square dancing ex$itiand
concerts, and various male choral performances.

33 |n later years he relied on help from local mumisi, such as Arlene Young, to find performerstierfestival
and to spread the word in the music community pleatormers were being sought. Young would evenyuake
over the organization of the Music Festival fromrlda in 1983 after it became too much for him imigidn to all
his other organizing duties during Nordic Fest.
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in the program are regular at the festiviIRecords and accounts indicate that performances

were kept fairly brief—preferably three to four gsror tunes per musician or grotip.

Many of the performers returned year after yedake the stage at the Folk Music
Festival in Decorah. Because so many of the musangere local they did not have long
distances to travel. Regular performers at thevi@snhcluded a contingent of musicians from
Decorah: Curt Moen (accordion), Hans Aschim (acoorgd and Ellen Blegen (vocals and
piano). There was also a steady stream of folksrmgsouth from Spring Grove, MN, including
Bill Sherburne (violin), Hazel Aamodt (piano), Lesod Tollefsrud (violin), and Rinaldo Ellestad
(violin). Still more would come longer distances fhe festival, however. LeRoy Larson and
Mel Brenden (banjo, guitar) would drive down fronindeapolis; Leonard Finseth (violin) from
Mondovi, Wisconsin; Archie Teigen (violin) from Breerd, Minnesota; Bob Andresen (guitar)
from Barnum, Minnesota; and Hardanger fiddler An&uhein®® from Black Eagle, Montana,
who performed at the festival in 1968 and 196%here were many other performers who came
for just a single year here or there (for examylela Kjeldahl Lee, who performed on her
accordion in 1976 and 1978), but many—especiathgehiving closest—made the trip year after
year. Most of these performers were also of anradaeration. LeRoy Larson, Mel Brenden,

and Bob Andresen were easily the youngest of thagscians listed above.

34 Munkel collection, Box 1 of 4, Mills Music Libraryniversity of Wisconsin-Madison. Further quotatdrom
the Norwegian-American Folk Music Festival progranese derived from copies found in Munkel’s collent

35 Beginning in 1977 the programs from the musicv¥asincluded notes about how many numbers eachyoo
individual could play. From the 1977 program, peihtat the bottom of the first page in all capietidrs: “Each
appearance of any one soloist will be limited torfoumbers except for soloists who have come frgreat
distance and can be present only one day. Sixbeithe maximum even for these people unless ovémvidg
applause demands that the rule be broken. Reppatamces will be possible when time allows.”

36 Anund Roheim was born in Norway and already playggbemusikkhere before he came to the States in 1950
from Telemark, but moved back to Norway in 1994m@lftis wife, Anna, passed away (Beetham 2005:34,S&
Beetham (2005:180-6) for more information about éxoh

87 Musicians Anund Roheim, Hans Aschim, Leonard Tstled, and Rinaldo Ellestad even performed piedgisiw
were selected for the 196®1k Music of Norwegians in Amerid& produced by Vesterheim:.
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In addition to organizing the performances and esttating the recordings of several of
the festivals, Marion Nelson served as the Madt€evemonies. He announced all the
performers and, in the interests of educating titesce at the same time as entertaining them,
he would at times interview musicians about whbeey thad learned their songs and what they
could tell the audience about them, what instruifsg¢nihey were playing, etc., providing a taste

of historical or cultural background to help coritetize the performances.

In Defense of the Folk at the Festival

Stepping back slightly from the Norwegian Americ¢aik Music Festival, it is worth spending
some time examining Marion Nelson’s approach tgbsition as Vesterheim Museum'’s
director and his vision for the Folk Music Festivaparticular. Nelson specialized in
Scandinavian fine art and design academicallyatsa became a leading expert on Norwegian
American folk art. The author of several books lo& material culture and art of Norwegian
Americans, Nelson is perhaps best known for higesuof Vesterheim’s folk art collection,
Norwegian Folk Art: The Migration of a Traditipwhich was written in conjunction with the
popular folk art exhibition by the same name. Nelsavork with the fine and folk arts of
Norwegians living in the Upper Midwest was not lied, however, and his interests reached out
broadly, encompassing all aspects of Norwegian Agaerculture from the migration period

through the late twentieth century.

What made Marion Nelson’s vision and work at Vdst&n remarkable was his

consistent and firm insistence on acquiring thetrheautiful and highest quality examples of
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Norwegian American culture for the museum’s coltattAs a scholar and connoisseur of art he
of course had a talent for recognizing good ard, l[dalson’s expertise and high aesthetic
standards served the museum well as a guidingiplenio the expansion of the collection in
Decorah. Although Marion Nelson took great intesgsd care in developing the fine art
collection at the museum during his tenure as tbrebe also had the capacity to see the value
and uniqueness behind those objects which wouldrsy considered fine art (or sometimes
even great examples of folk art). Norwegian sch@lgvind T. Gulliksen said the late director
“had the wonderful ability to look at and to deberthe most amateurish painting by a
Norwegian-American as if it was an Edward Hoppez.reially did. He was fun to listen to”
(personal communication, November 17, 2013). Ashadl see in Nelson’s evaluation of some
local Norwegian American musicians at the festitaalsought a balance between honoring the
tradition as it existed in the community (and ie tiortheastern lowa-southern Minnesota area in
particular) and acknowledging the shortcomingsoofie of the performances when it came to

exhibiting Norwegian American folk music to a largeidience.

Born in 1924 to Norwegian immigrants Albert andddil(Bergerson) Nelson in Fergus
Falls, Minnesota, Nelson was exposed to music @ gieal in his home and relished finding it
wherever he coulé His widow, Lila Nelson, describes the significanle that music played to

a young Marion:

The Nelson family was a very music-oriented oneBut when Marion was
growing up that music came from through the chutieé little country church
that they went to. But | think he loved music fréme beginning so that when he

38 Fergus Falls, Minnesota, happens to be only afiftyimiles southeast of the Buffalo River in Cl&punty,
where Orabel Thortvedt's family settled. This pomtiof the state of Minnesota was heavily populatid
Norwegian families who often moved there aftertfiiigng in Wisconsin or eastern portions of Mino&s
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went to the farm school [boarding school] ... he &ddnusic and he played the
organ and whenever he got a chance he would thigded down here to the city
to go to any opera, any music thing he could get the University. ... It always
was a big part of his life and his family. (Intexwi, October 2, 2010)

Though religion was clearly a key channel throuditiclw Marion was exposed to music early on,
as an adult he was set firmly against institutiogion 3° Music, however, continued to
influence his life and Marion was able to find anegkable outlet for this interest at Vesterheim,

despite the fact that the museum was strongly cét@dnio collections of material culture.

Indeed, Marion Nelson’s refined tastes extendddgwiews of music as well as art and
material culture. Lila Nelson recounts his fondniesgreat music: “Marion loved it all. ... He
loved rock, he loved hot, hard rock. ... We lovedsig. ...We were the oldest people in the
group when we went to hear The Doors. ... Or we’doga bar and it could be just anything, but
it had to be good and he knew when it was goodigere wasn’'t any kind of music that he
didn’t appreciate for itself.” This description emplifies many of the accounts | have heard of
Nelson’s approach to building Vesterheim’s collextiHe strove to represent folk art and

culture with the finest specimens available, notemdhe type of object.

Marion Nelson’s important championship of Vestenhisimission as a museum of ethnic
folk culture extended to his work with Nordic Fasid the Norwegian American Folk Music
Festival. Lila Nelson, Marion’s fellow Nordic Fdsicilitator, recounted differences of opinion
and occasional tension among both Norwegian Amesiead Norwegians when it came to the

focus of the Folk Music Festival. In addressinguiasiion about how Marion vetted musicians

39 Interestingly, Otter Tail County, where Marion Bieh’s hometown of Fergus Falls is located, was angkace of
distinction when it came to churches. “Otter Tailu@ty stands highest with respect to the numb&tasfvegian
churches. As many as forty-eight, are not founanp other county in America” (Ulvestad, et. al 20106).
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for the stage, Lila’s thoughts quickly turned taahblarion was forced to defend the focus of the

festival from his critics:

Lila: | think that there had to be a skill and alfieg for what was truly traditional. |
think that was important. The thing that he hadttaggle with was high
criticism ... There were two sisters who taught ighhschool here and there
were other Norwegian Americans, very strong Nonaeghmericans who were
in the music field, and they would criticize himdasay to him, “Marion, ... you
understand the beauties of Grieg—why are you (ahigible) this folk stuff?”
... And he would have to say, “Our museum is a musetitne folk. This is a
museum of people who didn'’t listen to Grieg, bus ie—was their music and
this is what we are supposed—this is what the mmuseas all about. ... If you
want a museum about the upper class then you mmtbex museum and you
bring in the people, but they don’t belong with therwegian American
museum.” And ... some of them wouldn’t quite accét tbut that was his
answer.

Anna: So he ran into some resistance ...
Lila: Ohyes
Anna: ... from people in town.

Lila: Well, in fact, even ... up to the last daysdrefwe retired the representative
from Norway would say, “You know, modern Norwayesally ‘with it,” ...
why aren’t you bringing in some of this modern Nagto] have some of
that,” ... and he would have to say to them, “Becausean’t do everything.
Have another museum you could do that. We havéanals full with what our
focus is and we can’t spread out more.”

Anna: So they were talking about modern interpretatof Norwegian folk music?

Lila: No, they felt it should be upper class mudibey felt the folk stuff was lower
class.

Marion Nelson never lost sight of Vesterheim'’s itikyrand mission, even when he was actively
looking for the highest quality performances avagainviting famous and highly skilled folk
musicians from Norway to perform at the festivald aising his role as festival organizer to

memorialize these folk music performances. Nelsay hrave been responsible for applying a
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heavy dose of his fine art training and tastesgavork as the museum’s director from time to
time, but it did not follow that he held a condestieg view of folk art and material culture. On
the contrary, much of his life’s work was devotegtomoting, understanding, and appreciating

these often underappreciated art forms.

Revivals and Revitalizations

So how does a folk music festival of this type tel@ a broader category of folk music
festivals? In most ways, in the 1960s and '70gséval on this level and that of, say, the
Newport Folk Festival were radically different fraeach othef® Bruce Jackson articulates this
difference between the music festivals of the reMwovement and those of local, ethnic
communities: “I do not include in the revival meshnic or regional folklore celebrations or
performances that went on within the communitiesegfons that were the source of the
materials. It is not, in my view, a revival whegm@up of Arkansas musicians in Arkansas sings
Arkansas songs for fellow Arkansans—not unlessetisesgs are self-consciously learned in
order to put on such a performance” (1993:73—4¢ diktinction is an important one. The larger,
popular American folk music revival movement getigriavolved audiences that were largely
disconnected from the traditional music they craweh as young college students or

politically-minded people across the nation. Mahyhe performers who came to represent the

40 The Newport Folk Festival, held in Newport, Rhdsland since 1959 (though not continuously), was an
outgrowth of the previously established jazz fedtheld in the same town. The festival itself gtevbe a mix of
nationally famous folk revivalists and relativelgkinown traditional musicians under the leaderstifolé
musician/scholars like Pete Seeger and Peter Yattaawn in its early years for launching the caseafrfolk
singer/songwriters Joan Baez and Bob Dylan, thepgeew-olk Festival has, over the years, expandeadhtsical
variety of its events, including blues, countrnydigncountry, acoustic rock, and more (Weissman 20®-200).
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revival had learned to play folk music by traditdmeans, but many others came to the
movement through more academic, political, andsatiscious channels. Decorah’s folk music
festival was made up largely of local musiciandwatany coming from farther reaches of the
Upper Midwest (Minnesota and Wisconsin) and thénBI@North and South Dakota). Although
they were not all strictly considered locals, thesesicians came out of related communities
with very similar musical traditions. Young ideadisvith little to no connection to Norwegian
American folk culture were not flooding the street¥ecorah in the hopes of saving this

musical form from extinction.

Another way in which the local ethnic music feskvdiffered significantly from the
larger revival movement was in the fears and arm@gethich, to some extent, characterized the
folk music revival. As Jackson points out regardimng larger, national folk music festival craze,
“Many writers and festival fans claimed the revipabvided an opportunity for millions of
modern Americans to better understand their coimimysical roots, as well as an opportunity
to honor the musicians who still represented thizs#itions. Others—often disparagingly
referred to as ‘purists’—were certain the revivadi as attendant commercialism would provide
the death stroke for whatever fragile rural anchiettraditions still survived” (1993:73). Jackson
goes on to argue that these fears were predomymavrglreactions and that the revival didn’t
really compromise the integrity of American folk snciafter all. “On the whole, the movement
was benign. | think the revival can be fairly claesized as romantic, naive, nostalgic, and

idealistic; it was also, in part, venal, opporttigisand colonialistic” (73).

Decorah’s folk music festival was certainly pronmbges a way of maintaining aging
cultural traditions which were declining in poputgr The festival program from 1969 reads,

“The Norwegian-American Folk Music Festival origied in 1968 as an attempt to record some
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of what remains of a once lively tradition in ofdg& and popular music among the Norwegian
immigrants and to encourage the continuation aftitsidition.” This festival was a conscious
and deliberate attempt to bring attention to amammte old-time music in the Norwegian
American community, but it also presented and cdotdized a variety of performances over
the years. The festival integrateggdemusikkgammaldansScandinavian American old-time,
popular American, and contemporary folk music, pntisig them as part of the same back-and-
forth story of Norwegian and Norwegian Americarkfotusic. This served to honor the musical
traditions as they had existed in the communitygiemerations, but also to appreciate the ways
in which innovation has played a part in the pregren of these traditions and how it continues
to provide the community with possibilities for tuial persistence. In this way | believe
Decorah’s festival is better classified as a réizistion. It was initiated by the Norwegian
American community, the performers were predomilygndm the community performing for
other Norwegian Americans, and the intention wasgpire the continued practice and

advancement of this traditional music.

In spite of the distinctions between the nation# fmusic revival and smaller ethnic
music revitalizations, there are some similaribesveen the Norwegian American Folk Music
Festival and a revival-type festival. | think Jamkss principally right in making a distinction
between revivals and ethnic music festivals, bt cen find shades of revivalism in festivals
such as this one. While the audience was compasadd entertained by Norwegian Americans
performing Norwegian American music, there were sdotks who performed traditional music
that would have been more unusual to people ifetigely local audience. Bringing attention to

these forms of music would not have revived a tiaadiwhich was in danger of being lost in the
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community, but would rather have brought attentmitraditions which had already died out or

which had never taken hold within the community.

For example, in the very first Norwegian AmericaikiMusic Festival, Marion Nelson
introduced twacstevsingers, Mrs. Joraand Ronne of Fosston, MinneaathKnute Sorenson of
Grand Forks, North Dakota. Stev was not a typengfisg that was particularly common in the
Decorah area. In theolk Music of the Norwegians in Ameriatbum liner notes Nelson wrote:
“The singing of ‘stev,” songs in the minor mode lmghort stanzas and often with improvised
texts, appears to have continued only in North Delkmd northern Minnesota. The tradition
came into Norway around 1100 and has undergone axatmgely little change. Setesdal and
Telemark are among the few places where it isfstilhd in Europe, and it is from these areas
that the immigrant ‘stev’ singers come. JoraandriRoemigrated from Setesdal in 1924, while
Knute Sorenson is a third generation immigrant fthevalley.*! As a tradition that did not
take root in the Decorah area, these stev songklvane sounded rather out of place or foreign
to a largely local audience. In this respect, thotg tradition had been maintained or renewed
in some Norwegian American communities, it couldriderpreted as an element of revivalism

amidst the larger revitalization.

Another element of revivalism at the 1968 folk fesltcould be seen in the performances
of Rev. George Ulvilden of Decorah and Henry StéfrbbLanesboro, Minnesota. Ulvilden’s
performance featured an instrument calleddhga long, thin wooden horn with a fluted end,

variations of which date back to the Viking AgeSoandinavia and are mentioned in the

41 Einar Haugen described the stev tradition as taevgype consisting of four lines, with four beagégh, rhymed in
couplets, the first couplet having a feminine ameldecond a masculine rhyme. The ability to comptaezas of
this form was a social accomplishment in Telemautk Setesdal. In these valleys it frequently toakfthrm of
poetic debates, in which two persons composece@ited) alternate stanzas. Such a debate was eaidtelvieik’™
(Haugen 1938:72).
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Icelandic saga® The woodenur was traditionally used in Norway by shepherdsaib ¢

livestock. By the nineteenth century, Marion Nelsmtes, it “had already then acquired
romantic associations. It was undoubtedly more ®frabol of the homeland than the shepherd’s
horn used by immigrant$? Although Nelson references a woodenmade in Decorah dating
back to about 1890, the instrument itself seentmte functioned primarily as a symbol in this
country as opposed to an instrument widely usezhiy on a musical tradition in the Norwegian
American community. There are many instances ofuhbeing used to convene members of
bygdelag stevndut not many indications that the was regularly used outside of these types
of ceremonial occasions. Rev. Ulvilden’s interespliaying thdur originated from knowing that
his mother, a first-generation Norwegian Ameriaased thdur as a shepherdess in Norway and

was known for her skill with the instrumefit.

Henry Storhoff's relationship to the psalmodikSrg one-stringed instrument played
with a bow, resembled Rev. Ulvilden’s to tlne. Both men were reviving uncommon musical
traditions that had recently died out in their fa@si. The psalmodikon became popular
throughout Norway and Sweden in the mid-nineteegtitury as a portable, inexpensive, easily
built, straightforward instrument for religious eabaccompaniment. Hymnals were published

using a simple numbering system calddterskrift which, by design, did not require great skill

42 Although | am discussing wooden shephierd here, another type &iir made of bronze also has a history
throughout Scandinavia (Thers of the Bronze Age: http://natmus.dk/en/historikabwledge/denmark/prehistoric-
period-until-1050-ad/the-bronze-age/the-lurs-oftinenze-age/).

43 Liner notes, “Folk Music of Norwegians in Americél'968). Goertzen notes that tihe had achieved somewhat
of a romantic status back in Norway as well andewesed to attract tourist attention to musicalciities: “the first
formal folk music contest in Norway, organized B81 ... was for the lur ... and other folk music ingtients that
had fallen almost entirely out of use” (1997:25).

44 Liner notesFolk Music of the Norwegians in Amerit868. It is still the practice today, in fact, tlkamember of
the Ulvilden family plays th&ur during the opening ceremonies for Nordic Fest earhmer in Decorah.

45 The name “psalmodikon” is derived from the Greakdspsalmosandode(psalm and song) and is the
Scandinavian incarnation of the ancient one-stdrigstrument, the monochord, used to measure pitatusic.
See Beatrice Hole, “What is a Psalmodikon?” (htgAv.psalmodikon.com/articles/what_is_a_psalmodiktm).
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to master. The psalmodikon tradition successfuliydplanted in America following Norwegian
and Swedish immigration for the same reasons iteghpopularity in Scandinavia a century
earlier. Young congregations were often too poaftord pianos or organs, and the
psalmodikon, known in Scandinavia as a church-essbinstrument, was infinitely preferable

to its cousin, the fiddle, which was known as th&tiument of the Devil (Hoeschen 1989:9).

After enjoying this early and relatively successkdettlement in America, however, the
psalmodikon began to sink in popularity as congiega gravitated to pianos and organs and as
pianos became status symbols in people’'s homethdB¥940s the psalmodikon tradition had
mostly died out in the Norwegian American communitg Henry Storhoff's story goes, his
grandparents gave him a psalmodikon that had et ifamily since the mid-1800%Henry,
also a fiddle player, taught himself to play thstinment using a violin bow and a tune book
from Norway, though he was also able to play by Aathe folk music festival in Decorah
Storhoff was known for playing hymns such as “Whd&riend We Have in Jesus” and “Now
Thank We All Our God” as the audience sang alonfgil&\some in the audience may have had
recollections of stumbling onto a psalmodikon ii@ily attic, by the late 1960s the presence of
this instrument at the festival well and truly repented a revival. Although singing stev and
playing thelur and the psalmodikon represent elements one caid fo that fall in line with a
revival of Norwegian American folk music traditigriee music festival itself represented a
revitalization of traditions from the beginning acléarly promoted itself as such to the
community. The roots of this revitalization canda®n in the history of ethnic festivals in the

Upper Midwest.

46 See Ardith K. Melloh, “Grandfather's Songbook tle Psalmodikon in America.”
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Folk music festivals—even ethnic folk music fesksvawere certainly not a new
phenomenon in the Upper Midwest in the late 19B8@sv Glarus, Wisconsin, for example, has
been celebrating its Swiss culture with their Ve Tell Festival since 1938 and before this
held several anniversary celebrations commemor#tedounding of the town as well as its

Swiss identityt’

Like the celebrations of Swiss heritage in New Gd#aiWl, Norwegian Americans held
ethnic festivals and gatherings for many yeardftaratheir ethnic identities publicly as well as
privately. They celebrated everything from the hexth anniversary of the arrival of the
Restaurationef{® to Norway’s independence day (Syttende Mai, orSbeenteenth of May), to
old world community ties through thygdelagorganizations. In early years larger events were
sometimes used as platforms to discuss the impmrtahmaintaining Norwegian ethnic identity
and how it could and should be done in a sometimaésistic and hostile American conteit.
Speaking specifically about the 1925 centennialo@tion of Norwegian immigration to
America in Minneapolis, MN, Marion Nelson calledstlearly consciousness of ethnic identity

“a head start on what in the late 1950s would nea&isrthe new ethnicity” (Nelson 1989:36).

By the time Nordic Fest was established in Decatta enthusiasm for rediscovering

ethnic heritage and traditional culture was swegphe United States. Fuelled by the energy of

47 For more information on New Glarus’s ethnic hey@aelebrations, see Hoelscher 1998 and Leary 18920.
48 For more information on the largest celebratiothefarrival of theRestaurationepheld in Minneapolis,
Minnesota in 1925, see April R. SchultEthnicity on Parade: Inventing the Norwegian Amarni¢hrough
Celebration 1994. Amherst: University of Massachusetts Press.

4% Indeed, maintaining their ethnic identity was acarn to which Norwegians in America devoted a tydeal of
energy. Fapso contends that “Norwegians are otteeahost ethnocentric immigrant groups in Amerinajnly
because the Church and the ethnic press effectitrlggled to preserve the Norwegian heritage” $6a3001:34).
Norwegian Americans were also inspired by theg@thies to establish other organizations and si@sgwhich
not only celebrated Norwegian heritage in Amerin#, promoted the retention of this ethnic idenitityAmerica.
Alongside all the energy dedicated to creating mathtaining social networks and institutions, Nogvea
Americans unceremoniously and enthusiasticallyiedmwn with their music.
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the Civil Rights movement and an identity crisi$it® Americans were motivated to seek out
cultural distinctiveness. One result of this sedartethnic identity was mass participation in the
arts and crafts revival. Nelson explains the varisays in which Americans sought to revive
lost handcraft traditions: “Many of the people itwex had no background in the traditional arts
and crafts that they were reclaiming as their olirey acquired their knowledge through books,
study abroad, teachers from abroad, or, in isoledésés, from older members of the group who
had acquired knowledge of the crafts through ditrectition” (Nelson 1989:37). After Marion
Nelson was named museum director and began offedagses in traditional Norwegian

handcrafts, Vesterheim became a vital force irr¢iweval of Norwegian folk art in America.

Norwegian American folk music, however, had notrbeeglected to the same extent as
traditional crafts. Interest among younger Norwaghnericans to take up this music had
clearly been in decline, prompting Marion Nelsoefforts to draw attention to it by establishing
the festival. There was, however, a critical mdsswasicians who still practiced the distinctive
style of Norwegian American old-time music from wiinterested musicians could learn. The
folk music festival sought to bring these peoplgetber, creating an environment for musical
exchange and unrestricted expression. So, alththegh may have been undercurrents of
revivalism associated with the Norwegian AmericatkMMusic Festival, the event itself and the
circumstances surrounding it helped to stave @&fdabnditions which would have driven this

tradition into the same category as Norwegian hiaitfcin the mid-twentieth century.

Still, in spite of the fundamental differences beén folk music revivals and
revitalizations as expressed through music festjvalvould be incorrect to deny any

relationship between a regional ethnic folk musstival like Decorah’s and the broadly popular
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folk music revival in America. The national folk sia revival in the States, for example,
reverberated across the Atlantic and was felt inAdg in interesting ways, which did not escape
the attention of Norwegian Americans at the folksmdestival. Chris Goertzen argues in
Fiddling for Norwaythat Norway experienced increased awareness ahé&rest in its own folk
music traditions in part as a result of the natioeferendums on whether or not Norway should
join the European Unio?. The national discourse surrounding this politemadl economic
decision took on a decidedly nationalistic tonghwnany Norwegians expressing concerns that
their national identity would be compromised andkened by joining the EU. At this time,
Goertzen writes, the American folk music revivasome ways fed into a distinctive brand of
revival that Norway was experiencing in that margnhegians defined their revival in

opposition to the American folk music boom.

[American] Star folksingers ... did resurrect oldlesy but often expressed their
alienation [from the previous generation and itsmanagement of the world] by
expending more energy writing new songs with peakonpolitical texts.

Norway experienced a parallel urban-based revbaded on its own forms of the
counterculture. But, for whatever reasons, thisaieed less important than the
ongoing nativistic revival centered on the NatioRi@dlers’ Association. In one
respect, since one of the parents’ generationiagm sins was in absorbing too
much American culture, aping the American revivalvd not have been
appropriate. Urban-nurtured folk music enthusiastsained a minority in
Norway’s healthy nativistic revival. (Goertzen 1943)

Norway'’s distinct reaction to the folk music revigming on in America adds an
interesting dimension to the musical exchangeswvieat on at the Norwegian American Folk

Music Festival in Decorah at the time. Marion Nelseas clearly aware of the folk music

50 Two national referendums were held in Norway, on£972 and the second in 1994. Norwegians votédono
join the EU by a narrow margin both times (53.50%46.5% and 52% to 48%, respectively). Norway does,
however, take part in economic agreements witlEtlehat have helped it maintain trade relation$lie rest of
Europe.
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revival going on in Norway in the late '60s andlgar0Os, not least because he was familiar with
some key players and great performers centraltoetival itself. For example, in 1971 Torleiv
Bolstad, a Hardanger fiddler from Valdres, wastedito perform at the festival in Decorah.
Bolstad was a four-time winner of Norway’s Natiof&ldlers Contest for Hardanger fiddlers—
1946, 1957, 1970 and 1971, the same year he pextbfon audiences at Nordic Fest in Decorah.
Back in Norway, Bolstad was considered a leadénerfolk music revival not only because of
his personal accomplishments as a fiddler, but@lsoto his position at tHeaget for
FolkemusikkClub for Folk Music) after World War II. Along Wi well-known fiddlers Kjetil
Londal and Ola Bge, Bolstad helped lead the gréifaacdanger fiddlers within the club.

Known for his clean musical style, Bolstad was atsmgnized for understanding the
relationship between fiddler and folk dancer. lctfais wife’s folk dance group also
accompanied his performances during his 1971 pednces at Nordic Fest. In short, Bolstad’s
accomplishments as a fiddler and prominence witiefolk music revival cemented him as a
well-respected tradition bearer in Norway at a tiwkeen many viewed tradition as a comfort to a

small but proudly independent nation in a rapidbbglizing world.

So how well did these Norwegian musicians, who vpené¢ of a movement aimed at
digging deep into Norwegian musical history, faréront of an audience whose families might
have emigrated to the US over a century earlier®upmisingly, music traditions in Norway and
in Norwegian America continued to evolve betweenphriods of mass emigration and the mid-
twentieth century. The Norwegian folk music revjv@bertzen argues, partly defined itself in
opposition to the American folk music revival. TRerwegian American folk music tradition

was influenced by proximity to other ethnic musaxditions and exposure to American popular
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and other regional American music traditihVhat musical common ground could these
communities have found after more than a centusxadting independently of each other? A
brief look at the history of the Hardanger fiddla@g Norwegians in America suggests an

answer.

The Hardanger fiddle has had an unsteady histoNomvegian American folk music
tradition. Because the conditions surrounding eatign from Norway to America in the
nineteenth century were favorable for the migratbspelemennor fiddlers3? many of whom
brought this particular musical tradition to Amexidn early, isolated rural communities heavily
populated by Norwegians, Hardanger fiddlers comtththhe music and dance traditions of the
Old Country (Hoeschen 1989:32—6pelemenplayed for weddings, social gatherings, and
bygdelag stevneghe dances which were culturally specific to Nayvand the Hardanger fiddle,
such as théalling, springarandgangar. As the nineteenth century came to a close amahsiec
generation Norwegian Americans showed prefererncpdn-European dances such as waltzes,
polkas and schottisches, Hardanger fiddle musicdande traditions became harder to maintain.
An attempt was made to revive Hardanger fiddle masd bygdedans when a group of
concerned Norwegian Americans establishedHarlanger Violinist Forbundet af Amerika
1915, which went on to organikappleik or fiddle contests until 1952. Initially thappleik
were extremely popular events. By the time theesistended, however, the Hardanger fiddle
tradition declined to the point where it had effeely ended in America as a living tradition,

though performances were still organizethygdelag stevnéellestad 2011:68). The Hardanger

51 See Beetham (2005), Larson (1975), Leary (198@6R)0) Martin (1994, 1998), and Nusbaum (1989).

52 Two factors leading to favorable conditions $pelemenemigration were initial heavy migration from arelaat
were home to mangpelemenifTelemark, Setesdal, Valdres, etc.), and the hedgyation ofhusmenr{tenant
farmers), a common social class of NorwegipelemenifHoeschen 1989:29-30).
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fiddle community has since experienced a modestakwith the founding of the Hardanger

Fiddle Association of America in 1983.

Norwegian Americans attending the folk music feagvn Decorah in the late 1960s and
throughout the '70s, whether they were musiciaesigelves or simply music enthusiasts, would
have had some knowledge of the Hardanger fiddéectitturally specific dances associated with
it, and the symbolic importance of the instrumemtlboin Norway. Older audience members may
have had memories of hearing first or second gépareusicians playing the Hardanger fiddle
or perhaps seen tourisgelemeniperform throughout the Upper Midwest as was comimon
the early twentieth century (Hoeschen 1989:36—&skEd 2011). Furthermore, musicians like
Leonard Finsetl sometimes adapted tunes traditionally limitecht® Hardanger fiddle to the
conventional fiddle, making the tunes familiar torivegian American audiences even if
Hardanger fiddles and fiddlers were in short supiplyshort, the tradition had not died out so
completely and so long before the folk music fesdthor the Hardanger fiddle tradition to be
unknown to audiences there. Moreover, the festegllarly featured Norwegian American
Hardanger fiddlers such as Anund Roheim of Blacgl&aviontana, Nils Lee of Minneapolis,
Minnesota and Gunnar Odden of Canby, Minnesotar @weentury and a quarter after

immigration, Norwegian and Norwegian American folkisicians were still able to find

53 See the Hardanger Fiddle Association of Amerieabsite for more information on their history amtivties:
https://sites.google.com/a/hfaa.org/hfaa-test/. IRAA also publishes a quarterly journal cal®ound Postwhich
includes articles about the history and culturélafdanger fiddling and dance as well as practidarimation for
musicians regarding fiddling styles, instrumentesggk, interviews with renowned fiddlers, and moexesal article
samples can be found on their website, http://wdaalorg/Home/sound-post (accessed November 19)2013
54 An inventory of sound recordings in the Leonandsgth Collection at Mills Music Library includescoedings of
him playingspringarandgangartunes in addition to more typicghmmaldansold-time, and popular American
tunes as well as hymns. Guide to the Leonard HirSetlection, 1942—-1979:
http://digicoll.library.wisc.edu/cgi/f/findaid/fingididx?c=wiarchives;view=reslist;subview=standaidhd=uw-
csumc-csumc0020cg;focusrgn=C01;cc=wiarchives;b\262273.
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common musical ground at the folk music festivale@night argue that this connection was

even encouraged—if indirectly—by the popular Amanidolk music revival.

Although, as Goertzen argues, the American-styleantborn, singer-songwriter-based
folk music revival in Norway may have been lessidigant than the native Norwegian folk
music revival, talented and influential Norwegiangcians did participate in this movement as
well. For example, Alf Cranner, legendary Norwedialksinger, lyricist, writer, and painter, is
regarded as one of the country’s founders of thgesisongwriter group in the 1960s. Cranner
was born in Olso in 1936, began playing the vialithe age of seven and switched to guitar at
thirteen. From a young age he showed an interesasgsical, jazz, and folk music and in 1963
he released his first album of eighteen Norwegadiksbngs entitledriine antiquiteter featuring
his own adaptations of the songs and with onlyaguwtcompaniment. Cranner’s work ushered
in the burgeoning careers of a group of Norwegiages-songwriters such as Lillebjgrn Nilsen
(who would become known as the Norwegian Pete $gdgas Klevstrand, and Kari Svendsen,
among others. These musicians would become knowoasgay’s Visebglger(the Norwegian

folk music wave).

In 1970 Cranner began a twelve year collaboratih the Norwegian writer Odd
Barretzen in which Cranner would sing and provideompaniment and commentary to
Barretzen’s original monologues. The content oirtherformances was both humorous and
satirical and their collaboration resulted in twed.recorded from live concerts. It was during the
early years of this collaboration, in 1973, thatrida Nelson invited Alf Cranner to Decorah to
perform at the Nordic Fest Norwegian American Rdlksic Festival Although the roots of
Cranner’s career lay in Norwegian folksong tradiiohis contemporary interpretations and

creative musical collaborations were in some wayedd fit for the festival in Decorah.
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Looking back on this time as a newcomer to Decardtfis late 20s, Harley Refsal recalls seeing
Cranner perform: “I also remember that one yeardidrest included performances by a (then)
young Norwegian folk singer [Alf Cranner], | thelll at seeing and hearing him sing at Nordic
Fest that one time ... it was a pretty informal perfance, and if | [recall] correctly, he had had
great plenty to drink before his performance, aaavias a bit too racy for some ... but young
protester myself at that stage, | savored everytait?®

Cranner’s presence and performance at Nordicifrélseé 1970s presents an interesting
confluence of cultural movements. Cranner’s capagh, catapulted to Norwegian national
prominence with his debut album of folksongs in3,96as influenced by the American-
dominated folk music revival. Simultaneously, alglyaelated to but in no way derivative of
this revival movement, the Norwegian American follisic scene in Decorah, orchestrated by
Marion Nelson, was quietly celebrating itself. llodest ways it was reviving a connection to
ethnic Norwegian folk music by inviting prominemgures of the Norwegian folk music revival
to perform for festival audiences. Alf Cranner,regentative of the Scandinavian branch of the
folk music revival movement, was an interestingican that he represented a direct
connection to the Norwegian folk music scene, buhany ways had more in common with the
corresponding revival in the States than with thik music of largely rural Norwegian
Americans. His performance in the US at a Norwediarerican folk music festival in a strange
way was still regarded as a musical anomaly, ke ivere performing atlandskappleik
(national folk music and dance competition) in thieldle of the Norwegian countryside. As
Refsal noted above, the festival audience in Décasas in some ways ill-fitted to a young, folk

singer-songwriter who appealed to a socially canscand politically engaged fan base. Still,

55 Harley Refsal, email correspondence with authebréary 22, 2013.
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we can see from this example that even thoughpini¢ sf the folk music festival in Decorah
may have been less in line with the larger, popialrmusic revival movement than the
Norwegian folk music revitalization, effects ofgtpopular revival were felt in Norway and at

times penetrated the performance line-up at Ndrdst.

Nevertheless, it should not be considered a fark@nomalous that performances like
Cranner’s made it to Decorah, in light of the fénatt they may not have been entirely
representative of the majority of the people indhdience. The fact is that some young
Norwegian Americans, like Harley Refsal, did attemd enjoy these performances, which not
only may have appealed to their political leanirigg, most likely resonated with the
contemporary folk music sounds and styles they wemeersed in and familiar with. Marion
Nelson’s awareness of the diversity of musicalrififgs, not only in the localized folk music
scene, but in the realms of American popular masatt contemporary Norwegian music
contributed to the broad scope of the Folk Musistival. He put a great deal of effort and
thought into drawing out the music traditions of thidest generations of Norwegian Americans,
but he also figuratively tipped his hat to the ways/hich an emergent generation of young
people was choosing to articulate its identity eady traditions forth into a new cultural
context. In doing this, younger generations of Negian Americans could see themselves
reflected in the traditions of their community agttinic heritage.

The legacy of the folk revival movement is certgidébatable, and many scholars and
musicians have continued to weigh its objectiveweasas it effects. What is absolutely clear,
however, is that the larger popular American folksio revival and Decorah’s folk music
festival are linked. They are related not only lsesof the context of the period and the

renewed interest in traditional folk music, but &ese of the ways in which a younger generation
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was struggling to articulate its place in a rapiciyanging world. Musicians like LeRoy Larson
and Bob Andresen were, perhaps, drawn to the refdvabvious reasons, but they balanced
them by using their expertise and backgroundse¢egiwe and promote the music of their ethnic
heritage. The work that Marion Nelson put into migang the Norwegian American Folk Music
Festival not only honored a generation of musiciahe had something to teach a younger
generation, but it also reflected the unique stgled emerging identities of the younger
generation itself. It would be up to those youngessicians to decide what to do with the sounds
of their past and their present lives to contrildota vision for the future of Norwegian

American folk music and identities.

Enduring Effects of the Festival

In addition to featuring different forms of Norwegi folk music as they continued in an
American context, Marion Nelson made several tapgendings during the 1968 Folk Music
Festival and the following year produced theRd¥k Music of Norwegians in Amerias a
fundraiser for Vesterheim. The album is dividedntp eight sections, paying homage to
distinctive instruments including ther, the psalmodikon, and the Hardanger violin, ad as|

more familiar instruments such as the accordi@uitional fiddle, and piano.

More recordings were made at Nordic Fest Folk M&sistivals in addition to this event
in 1968, but the last known serious attempt byntliseum to document the festival was made in

1978 when Nelson recorded fourteen reels of pedanes, which he clearly intended to use as
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material for a follow-up recording, building on the released by the Museum in 1968n an
effort to select suitable performances for thecpdited record, Nelson took detailed notes of
each song, monologue, and joke performance atdstval that summer, which Vesterheim
fortunately retained. He got as far as hand-pickiththe songs for the LP, cutting them into
tracks and creating four master reels, which wesamhfor production. This trifecta of
documentation—the original festival recordings, 9¢&l's extensive performance notes, and the
resulting Silver Reel Series masters—not only pxesea very unique historical moment (the
festival itself), but it also allows us the rargoptunity to go back and in a way, reconstruct a
fragmented history. By this | mean that while Nelsgent about carefully selecting
performances that he felt would be the most apmtgfor the second Vesterheim LP, we can
use all three sources to go back and examine Iés o see which performances he selected
over others and in some cases, why. The performamtes include such commentary as, “Poor
delivery, especially at beginning. Seems to fothgettune early in the song,” directly addressing
the quality of the musicianship, which in some sas@mes down to purely subjective
assessment. In other cases we find instances ebhehaking decisions about the nature of the
music based on biases he may have had about whstttatedekteor genuine Norwegian
American folk music. For example, on one perforneafiom July 28, 1978, he writes: “The
poor delivery heard in these tunes prohibits the& in recording. The performers also play
popular tunes, not traditional Norwegian musitlih these moments we catch a glimpse of the

shaping influences at work in determining whataid did not constitute Norwegian American

56 In a letter to Robert Andresen dated June 18, IR&kon writes, “Our earlier record from the Festiis sold
out, and many of the fine performers who are nayulars at the Festival were not on it. | would ltkeconsider a
second volume with only the best of the people wkee not on the first” (Robert F. Andresen CollewtiMills
Music Library, University of Wisconsin-Madison).

57 The songs Nelson was referring to in this noteaw¥iankee Doodle” and “Good Old Summertime.”
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folk music (at least folk music which was represéine of that generation), even though the
music was performed by Norwegian Americans, ve@lyi in a Norwegian American style, at a

Norwegian American ethnic music festival.

By comparison, Nelson comments on a performandesbyard Finseth, a notable
Norwegian American fiddler from Mondovi, WisconsiiThese tunes are very good and useful
for recording. The last two are especially useabléhey are free of error. | think that these could
have a broad popular appeal and should be giveinpfitority for the record.” In calling attention
to Nelson’s performance notes | do not mean toitdlquestion his work as organizer of the
Music Festival, malign the skilled performancesrfsicians like Finseth, or exaggerate the
value of a weak performance. It is important, hogreto consider the ways in which our
perceptions of Norwegian American folk music mayeénbeen shaped by intervening attitudes
about what is a laudable performance and whattisRexordings such as these not only
preserved performances, good and bad, but theyal®waneant (whether they were actually

produced or not) to serve as representative exangplinis event’s musical tradition.

What we see through thelk Music of the Norwegians in Ameriatbbum and the notes
and selected performances from the never-prodwtiEdviup LP is the way in which Nelson
worked to construct a small representation of Ngiae American folk music as it had been
passed down through the years, with some rootséixtg all the way back to medieval Norway.
We also see how these traditions had come to bgratted with musical influences from a new
American context. We see examples of later germraidf Norwegian Americans who turned
their attention back to Scandinavia in searchaitrons that predatgammaldansas George

Ulvilden did with thelur. It is a wide representation of a diverse and dynaategory of music
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which is continuing to inform our perceptions ofavttonstitutes Norwegian American folk

music, even in a contemporary context.

In my conversations with musicians who regulatteded the festivals, they recalled
only imprecise memories that something about teevia had shifted and it stopped holding a
strong interest for them. Beginning in 1983 Arlé&feing assumed responsibilities for
organizing the folk music festival from Marion Nets Dedicated Nordic Fest attendee, Arnold
Munkel from Spring Grove, kept all the programslfoth the Nordic Fest events as well as the
Folk Music Festival events, which included morecsjpeinformation about which performers
would be playing that weekend and when, as weltas would be available for accompaniment
if a need arose. In the collection of materials kklrdonated to Mills Music Library in Madison,
Wisconsin, the group of festival programs endsrafé80 and the last general Nordic Fest
program he collected was in 1984. This is not toteat the programs were not issued past the
early '80s (general programs, in fact, have alwagesn printed for Nordic Fest), but it does

indicate a possible decline or marked change imthsic festival as a whofé.

Still, although the Norwegian American Folk Musiestival was a great force for many
years in drawing attention to a tradition in degliand while it may have changed to some extent
under new direction, it was only one of severainés@nd initiatives which have contributed to
the promotion of this music over the years. Theuah&noose Boulevard performances in the

Cedar-Riverside neighborhood of Minneapolis, MNjakitran from 1972 to 1977, three

58 Ostensibly, however, the general Nordic Fest @nagilists the Norwegian American Folk Music Festivathe
same way that other years’ programs did. It annesitite Seventeenth Folk Music Festival on Julyrir28, 1984
from 1 pm to 4:30 pm and the®&om 1 pm to 4 pm. The exact date of the lastifiFolk Music Festival is not
known, as retention of the programs is uneven ald drganizers of the event, Marion Nelson and Ael¥ oung,
have passed away.
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resulting recordings, and the related Olle i SkidttProject (named after the Swedish American
vaudeville star, Hjalmar Peterson’s character “Of&ratthult” or “Olle from Laughtersville”)

are examples of similar initiatives. Snoose Bouldyas Minneapolis’s West Bank was once
called, was an area known for its heavy Scandimgvagoulation around the turn of the twentieth
century. It was the site of many Scandinavian owngsinesses and cultural centers before the
neighborhood’s entertainment offerings began tdinke@after prohibition and increasingly
affluent Scandinavian families began to move owl{&s 2008). In the early 1970s, musician
and folklorist Maury Berstein enlisted the helpSvfedish American Anne-Charlotte Harvey to
put on the series of Snoose Boulevard Festivalseémeighborhood featuring musicians of
Scandinavian background performing well-known tuinesh the area’s heyday as a hub of
Scandinavian American culture and activity. Berimsédso produced three albums featuring
Harvey and other Scandinavian American musiciansngemorating this musidéjemories of

Snoose BoulevardReturn to Snoose Bouleva@hdScandinavian in the New Land

Other productions which have drawn attention tar@iavian American folk music
include the various works and contributions of Phillartin. Martin conducted a research
project on Norwegian American fiddlers in the Uppdwest from 1978 to 1981, resulting in
eleven interviews with fiddlers, transcriptionssoings, and a research essay, all of which are
housed at the Wisconsin Historical Society Archividss work paved the way for several
subsequent publications and recordings, includiggalbums which he produceficross the
Fields(1982) andlunes from the Amerika Truk984), the boolkarmhouse Fiddlers: Music
and Dance Traditions in the Rural Midwg&894), and a number of popular and academic

articles. So, even though the Norwegian Americdk Music Festival was beginning the slow



70

process of transformation and eventual declineetivere other productions and events which

championed the persistence of Norwegian Americlorfmusic in the region and beyond.

In spite of its eventual decline, the Norwegian Aigen Folk Music Festival in Decorah
was a unique event for its time and it accomplisimaty remarkable things. The production of
the albunFolk Music of Norwegians in Ameriessing festival recordings was a unique
contribution to the recorded history of Norwegiaméyicans, featuring local musicians who, for
the most part, would not have been known to auéecitside their home communities. It also
highlighted the diversity of instruments and mukgtgles that persist or at one time were
actively used in Norwegian American culture. Theordings made for this and for the never-
produced follow-up album (not to mention all theiflary documentation relating to festival
events) leave us with a unique collection of materihat not only document the live
performances themselves, but offer glimpses intdridinsmission, background, context, and

personal stories through Marion Nelson’s shortrinéavs with the performers.

Another way in which the festival encouraged thdwrance of Norwegian American
folk music was simply bringing musicians togetHarthe preface of LeRoy Larson’s
dissertation he writes, “My acquaintance with Daldn Nelson, professor of Art History at the
University of Minnesota, and director of the NorweagMuseum in Decorah, lowa, led me to the
annual Nordic Fest in Decorah, and to Houston Gguinnesota, where | uncovered a wealth
of materials” (1975:vii). Larson lists among hislfilwork recordings selected performances from
the 1972 folk music festival in Decorah. He alsieimiewed 12 musicians from Houston County
who then contributed 24 melodies which Larson pased in his study on Scandinavian

American dance music.
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Other examples of musicians coming into contadh wite another through the festival
include Robert Andresen, a musician and self-tatajkiorist who hosted a radio program from
Duluth, Minnesota, called Northland Hoedown, anlil 8herburne. After Sherburne’s death
Andresen wrote a rich and detailed obituary deswilsherburne’s musical history, influences
and style. Closing the piece, Andresen situateddiiin relation to Bill and his legacy: “Bob
Andresen of Duluth is a graphic designer, old-trmesic enthusiast and a guitarist who looked
forward to playing with Bill Sherburne each yeatha Nordic Fest in Decorai?’Friendships
were forged between musicians of different genenatat the folk music festival over the years,
which not only encouraged the transmission of tiaals among individuals, but also succeeded
in inspiring a younger generation of musical scksta document and preserve the traditions

they encountered.

5% Robert Andresen Collection, Mills Music Librarynlversity of Wisconsin-Madison.
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Figure 2. Bill Sherburne playing violin (seatedjufan Sorenson playing guitar (middle), and
Bob Andresen in the background playing guitar laftNordic Fest’'s Norwegian American Folk
Music Festival in Decorah (n.d.). Robert Andresati€ction, Mills Music Library, University

of Wisconsin.

This free exchange of stories, information, andimywsd coming together of multiple
generations of musicians is perhaps the greatésirieg legacy of the Norwegian American
Folk Music Festival and one which Marion Nelsontéoed through these events. The nature of
the performances, which were made up of non-prifeak largely local musicians, served as
the source material from which Nelson compiled\esterheim recordings. Though he did put a
great deal of effort into selecting the best remdgr of songs and tunes performed at the festivals
for production, he was committed to making sureftiietraditions as they genuinely existed in
the community—rustic though they may have been—wepeesented. It is eminently clear that
Marion Nelson had excellent taste in all artisategories. This did not mean, however, that he
equated high art with high quality. It also did ma¢an that he failed to recognize the value of a
piece of art which was inherently valuable fromuéiural standpoint even though it may not

have been executed very well.

The cumulative effect of Marion Nelson'’s trainimilosophy, and work as the organizer
of the Norwegian American Folk Music Festival ismfald. Nelson was able to provide the
vision needed to initiate such a unique event e sucrucial time, the foresight to document the
event with the intention of releasing selectedgrenbinces (thereby diversifying the
representation of ethnic folk music performancesemord), and the truly exceptional
opportunity for young musicians like LeRoy Larsgrdd@ob Andresen to come together and
connect with a generation of musicians who had somto impart but so few opportunities to be

heard outside their families or social circles. MarNelson brought all these elements together



73

and the impact of these folk music festivals camdard in the work that has been continued by
those young musicians, who took it upon themsdivesnsure that the traditions and knowledge

of this older generation of Norwegian Americans ldawt be lost.

At the same time, these musicians are artistsaim twn rights and exist in a different
time and cultural context than this older generatbmusicians. As any modern-day scholar of
folk ways must recognize, tradition is not stalelson himself was always open to new art, new
influences, new ideas, new ways of looking at tleeldy it would be naive to imagine that he did
not recognize (perhaps he even hoped) that thedestcordings and the connections made
between generations of musicians would result i aticulations of Norwegian American folk
music and identity. At the very least he would hkmewn that organizing these folk music
festivals would result in the musical traditionsNafrwegian Americans being carried forth,
leaving open the possibility for reinterpretatiogincarnation, and revitalization of traditions for

future generations.
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Chapter 3: Curating Traditions: Bob Andresen, LeRoy Larson, and

Bruce Bollerud

St

After examining the significance of the Norwegiamérican Folk Music Festival and the ways

in which it recognized the importance of and supgubthe continuation of these musical
traditions, we now turn to the invaluable effortdividuals have made to the perpetuation of
Norwegian American folk music. In addition to ptwfg the careers, contributions, and
collections of three individual musicians, | wilka demonstrate how each of their experiences
reflect larger stories within the Norwegian Ameriexperience which have also contributed to
the musical heritage of this ethnic group. Thessrsd are woven into each section and represent
the presence and importance of regional music stsjteumor, and occupational folklore
(specifically the logging industry) to the develogmhand enrichment of Norwegian American

folk music.

The musicians profiled in this section, Robert (tBoAndresen, LeRoy Larson, and
Bruce Bollerud, represent the experience of a geioer of musicians and cultural scholars who
have served as the crucial link from the first aadond generations of Norwegian American
folk musicians to the present. Their work has spdnmearly seventy years, beginning in 1945,
when Bruce Bollerud first began playing at dandgb@age of 12, and leading up to today.

They have borne witness to the experiences andigass earlier musicians, marked by
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migration, whose feet were planted in two worldstidguished by distinct languages, cultures
and traditions. Their lives, in other words, mirtbe spirit of Thurine Oleson’s and Orabel
Thortvedt’s experiences in their intimacy with bdtbrwegian and American cultures, and the
“twoness” of which Gulliksen writes regarding themyegian American experience (2004:1—
20). Andresen, Larson, and Bollerud internalizezirtelders’ stories, learned their melodies,
watched as their experiences were affected byuheral shifts and ethnic mix of the region,
and personally participated in the continual evolubf the music and worldview of the Upper

Midwest.

Yet these three musicians have gone well beyoridngaip an instrument and learning a
melody or two from a grandparent. They were bota this ethnic musical ether—Ilearning from
family, friends, neighbors, laborers, professiamakicians and more—and have worked in
concrete, mindful, and multi-faceted ways to enagarits continuation. For as closely as they
learned and listened to their elders in the Scawiaim old-time tradition, however, each of these
three men reached beyond the scope of their presiess gaining access to larger platforms and
reaching wider audiences through their work onr#itio, extensive performance schedules over
the years, the release of multiple albums, pubtoatf tune books, and through their
participation in high-profile bands. All three mare representatives of their traditional musical
heritage in a way that the previous generationgwet able to be, but they also have taken
seriously the task of preserving the traditionytloe by assuming the role of curator of their
own collections of unique material—sources of infation which many individuals have
carefully preserved over the years in the hopeoohteracting the cultural erosion they saw was

endangering this musical tradition.
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| have chosen to write about these particular iildials for several reasons. First, all are
(and were) musicians in their own rights, bothipgrating in and pushing the boundaries of
traditional Norwegian American folk music. Secoad¢ch of them went above and beyond
performing their own music to become curators efrtbwn collections of recordings and
documents, which they considered important to thieysand legacy of Norwegian American
folk music. Third, they each offer up a fascinatpegspective on the ways in which Norwegian
American folk music transitioned from house pamg &arn dance music to a modernized

musical form that still holds relevance to the Negian American community.

Bob Andresen’s career in radio, for example, issdament to how the early influence of
radio continued to sustain an interest in regiomasgic. In addition, Andresen’s own scholarship
in the area of Norwegian American music in the Upgelwest has left a rich account of how
this ethnic music tradition mixed with other traaiits as well as popular American music in the
early twentieth century. LeRoy Larson was alsotanahchoice to include in this chapter due to
his vast recording and performance experience aweabivith his own impressive background
and research into early iterations Norwegian Anagrifolk music. Larson’s personal and
academic perspectives on how the tradition hadragced to change since the immigrant era are,
like Andresen’s, invaluable. Futhermore, Larsorrgspnts a strong connection between the
effect of the Norwegian American Folk Music Festigad the preservation of this ethnic music
tradition. Finally, Bruce Bollerud’s substantialpexience as a performer and innovator in the
area of Norwegian American folk music are only rhatt by his thorough documentation and
vivid recollections of the tail-end of the housetpara in rural southern Wisconsin. Bollerud’s
engaging stories and descriptions of his musiciddiobod join with a lifetime of experience

performing regionally-inspired music on stage teate a truly unique testament to the ways in
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which Norwegian American folk music has both mamgd its form and combined with other

ethnic and popular music forms to express the uniqgional sound of the Upper Midwest.

In addition to all the reasons for profiling thesdividual musicians, Andresen, Larson,
and Bollerud also happen to characterize their igeioa of Norwegian American musicians in
terms of their gender. As was typical during thedeparty and barn dance era, men were more
likely to have been featured musicians at neighbodhgatherings while women, if playing an
instrument at all, were generally known for accomypag fiddlers, guitarists, or accordionists by
“chording” on the piano. As Philip Martin attest&/omen fiddlers were rare in rural
communities in the early 1900s. By and large, itiél¢é was considered an instrument to be
played by men. Girls generally grew up playing preno, while their brothers ‘fooled around’
with the violin. As one person described housei@arh his neighborhood, ‘It seemed like all
the boys could play the fiddle, and all the gintew how to chord on the piano™ (Martin
1994:78). This pattern was maintained for sevaasons, one being the persistent association of
the violin with the devil, another being the traafital division of labor in rural settings (men
operated in the public sphere while women were rioniged to the private), still another reason
for the gender divide in musical instruments wasftee time men had to practice their music
during the winter months while their chores wengdeyet women still maintained a full work
load (Martin 1994:78). Though there certainly wexeeptions to this generalization, the pattern
remained fairly clear in Andresen, Larson, and &uoitl’s generation and therefore it is not

entirely coincidental that the musicians | havesid to profile in this section are all men.

Robert F. Andresen
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Born in 1937 in Minneapolis but raised on a farram@uting in Cass County situated in
northern Minnesota, Bob Andresen was a third geloer&lorwegian American. As is often the
case with those who have done so much to presaymgdgian American musical traditions,
Andresen was born into a musical family. His imraigrgrandfather, Thorvald, was a noted
singer and fiddler from Mandal in southern Norwagated in Vest-Agder, a county known for
its retention of traditional music and song. An@rés grandmother would accompany Thorvald
on guitar. His father, Bjarne, moved to the Outiklginesota area in 1927 and played accordion
for house parties and barn dances. A young Andredlenved in his predecessors’ footsteps by
picking up the guitar and accordion. His early esqgpe to music included a mix of Norwegian
songs and hymns favored by his grandfather; podawegian, American and Norwegian
American tunes contributed by his father; repee®wf traveling performers; and country gospel
music found in the churches of the area. GrowingAuqaresen was also a keen listener of radio
programs such as “Barn Dance” on WLS out of Chicagd “Grand Ole Opry” on WSM in
Nashville in addition to several more local statidrom the Upper Midwest such as WDAY in
Fargo, KDAL in Duluth, and WEAU in Eau Claire (Lga2006b:6). Through these programs he
became fond of performers more representativeeofejion, such as the Co-op Shoppers from
Fargo who featured a mix of accordion, fiddle, piamd clarinet; Famous Tim Lashua, a
French-Canadian guitarist and singer; and Ernesson, better known as “Slim Jim,” who
specialized in comedic dialect songs and who gfenformed with his brother Clarence, also

known as “The Vagabond Kid” (Leary 2006b:6-7).
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At the age of seventeen Andresen moved to Minreajmopursue work and an
education. Landing a series of office and factohysj he eventually attended art school,
apprenticed as a sign painter, and settled insr@ec as a graphic artist. In the meantime he also
continued to advance his musical interests by pgkip the steel guitar, mandolin, and the banjo
while playing with an eclectic mix of musicianscinding Finnish-Americans, similarly

displaced rural Minnesotans, and métis fiddlers.

Andresen continued to participate in the musiaaditrons of his own heritage, chiefly
through playing religious music, which was alsca# pf the Norwegian American musical
experience. In an interview with Jim Leary, whicted on Leary and Richard March’s popular
Wisconsin Public Radio prograbown Home DairylandAndresen recounts playing religious
music for neighborhood women while living in Minmpedis: “I've played [Protestant hymns] on
electric guitar since I've been pretty young. Elivin ... a little rooming house in Minneapolis at
one time and there were some old ladies that waitich the front porch and | would take my
guitar down there and play those for them” (“AndreShow’Down Home Dairyland.994).

For Norwegian Americans who were outside the attetmusic “party circle” for one reason or
another, or who may have held moral objectiondtending house parties and barn dances,
religious music provided some common musical groaitdin the community. Andresen’s
ability and willingness to play for these ladiesrat boarding house reflects a versatility and a
kind of cultural bridge-building that was not alvgagttributed to folks who were fond of old-

time dance music.

After Andresen married JoAnne Alberg in 1964 arel¢buple moved to Duluth the
following year, a new level of complexity and excitent emerged in Bob Andresen’s musical

sphere of experience. Early recordings of Bob ahde’s newly-formed music group, the
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Wildwoods, reflect the unrestricted and playfuledpire of an area and a region that brought
together the musical traditions of immigrant FinBsiedes, Norwegians, French-Canadians,
Ojibwes, Poles, Croatians, Slovenians and moreingiithem with popular American, country
western, and rockabilly music. In a special liveduicast of his radio programorthland
Hoedown Andresen succinctly described the developmettiefinique variety of folk or roots
music in the Upper Midwest from the early wave&aofopean immigration to the mid-twentieth
century: “In the Upper Midwest the various immigrgnoups who brought their music from
Europe began to exchange songs and tunes. The afusie ethnic group would often be
picked up by other ethnic groups. And all of thigsiec began to mix with American popular
music and with American country music. When we Ihaglradio shows in such places as
Duluth, Fargo, and Minneapolis, the programs festtur mix of old time ethnic music and

regional country music” (frodlorthland Hoedowri984, quoted in Leary 2006b:4).
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Figure 3. Bob Andresen (right) and Truman Sorer{kglt) seen accompanying other musicians
at Decorah’s Folk Music Festival in Decorah, lowal(). Used with permission from the Robert
Andresen Collection, Mills Music Library, Univergiof Wisconsin.

At the same time as the Wildwoods were playin@tas in the Duluth area, Bob
Andresen became increasingly interested in resedythe history of the folk music of the
region. He began contacting and playing with oldesicians, most notably Otto Rindlisbacher
(1895-1975) and Leonard Finseth (1911-1993). Rihdther, a second-generation Swiss
American hailing from Rice Lake, Wisconsin, wasaalept button and piano accordionist,
fiddler, Hardanger fiddle maker, and owner of thecBhorn Bar and Café, a popular hangout for
old-time musicians in the area. He collected amstbred instruments, taking the time to learn
how to play each one, and at one time his collagportedly included 500 pieces (Andresen
1978:10). Rindlisbacher made a name for himsdtiisnyouth by playing with Thorstein
Skarning, Norwegian American accordionist and lead¢he band Skarning and His Norwegian
Hillbillies (previously known as Skarning’s Entdartars). Though he was raised by Swiss
musician parents and was immersed in the ethniecrofidiis parentage, he also went on to
master many of the most-loved ethnic melodies efrégion, including métis fiddle, French, and
Anglo-Celtic lumberjack tunes, in addition to Nogi@n and other Scandinavian melodies.
Rindlisbacher’s astounding repertoire was an aadgel of Andresen’s own broadening
musical range and strongly representative of the tf musical creolization that Andresen

recognized as being characteristic of the UppemMat.

Leonard Finseth of Mondovi, Wisconsin, was aldreguent collaborator of Andresen’s.
Bob Andresen produced and performed on severahgeth’'s LPs and backed him on rhythm

guitar at events ranging from Vesterheim’s Norweghanerican Folk Music Festival and the
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“Snoose Boulevard” festivals held in Minneapolighe Festival of American Folklife in
Washington D.C., sponsored by the Smithsoniantuigin. Finseth was a second generation
Norwegian American (third generation on his motheitle) whose father had worked as a
lumberjack in northern Wisconsin after emigratingni the Trondheim area in Norway as a
teenager. His repertoire was estimated to incladeprding to Andresen, hundreds of melodies
and song$? some of which he would exchange with Otto Rindlister at the Buckhorn, with

whom he became acquainted in the 1950s.

Andresen’s sophisticated understanding of old waddional, and personal styles put
Finseth’s musical contributions into context antphexplain the role that each can play in the
formation of one individual’s distinctive sound. i¢fiddle style,” Andresen wrote of Finseth,
“which is a rolling, highly-ornamented one, hastetentified as typical of Gudbrandsdalen in

Norway” (Andresen 1978:1F}.

Although he is American-born, Leonard Finseth plaigstunes in a more
authentic “old country” manner than did the fiddlerho influenced him. It is
almost as though some type of musical genetic mgmat work within his
system. Most of the many old-time dance tunes agspare either of Norwegian
origin or indigenous to the Upper Midwest. They, &m@wever, constructed in the
style of Norwegian prototypes. In a broader sehsenard’s music is actually a
distinctly personal music because, regardlesseobtlgin of his tunes, he imposes
his mark upon them and molds them into his owndf&gsen, liner notes,

Leonard Finseth: Folk Fiddler from Wiscongin

80 1n a presentation about Leonard Finseth at therioae Folklore Society’s annual conference in 198@h
reported that the majority of Finseth’s repert@ioasisted of Norwegian waltzes, the most populacdan Norway
after 1840 (Andresen collection, Box 1, Universifywisconsin-Madison’s Mills Music Library).

51 Andresen’s 1982 presentation on Leonard Finséitiitking goes into vivid detail about his bowingkmiques,
which contributed to his distinctive style (Andrasmllection, Box 1, University of Wisconsin-Madise Mills
Music Library).
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Finseth may have absorbed this “old country” sailmdugh a neighbor fiddler, Ingvald
Syverson, whose father had been a fiddler from @Gmitsdalen, but he also tried to emulate the
style of his uncle, Edwin Quall, and considerecb@®indlisbacher to be a considerable musical
influence on him. The borrowing and mixing of difat melodies and styles from these
musicians combined with Finseth’s personal exeoutiithe music worked in concert to
produce a sound that, as Andresen put it, “problaést exemplifies the Norwegian-American

fiddle style in the Upper Midwest today” (AndresE®82).

Figure 4. Leonard Finseth (n.d.). Used with periaisérom the Robert Andresen Collection,
Mills Music Library Collection, University of Wisagsin.
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During the 1970s, while Bob Andresen was immersimgself in the old-time traditions
of the Upper Midwest, the country was going throagiecond wave of interest in old-time
fiddling contests. The first wave hit in the 1920wl was bolstered by Henry Ford’s 1926 series
of old-time fiddle contests held at Ford dealerstapross the country. The series culminated in a
competition among all the regional contest winnefdew York. Ford’s interest in and
promotion of old-time music and its romanticizedghstAmerican roots stemmed from his own
deep-seated racism and anti-Semitism. He fearedsihg popularity and commercialization of
jazz and popular music and saw the marketing otiold music as an antidote to what he
viewed as a threat to America’s more wholesomegréar lifestyle—whose existence many
urban-based Americans saw as vanishing. Ford hadifbis social purpose: “With his financial
wherewithal along with his own passion and deteatmm to ‘reintroduce’ to Americans a better
and simpler way of life, Henry Ford was on a miedio promote, to the extent of
propagandizing, American folk dance and music” (Méak 2009:80). Ford’s fiddling contests
were received with great enthusiasm in the Uppewdst and many Scandinavian fiddlers
competed in places like Mankato, Minneapolis, Audiochester, St. Cloud, Duluth, Brainerd,
and Albert Lea in Minnesota, and Milwaukee, Eauit€ld_a Crosse, Madison, Kenosha, Racine,
and Oshkosh in Wisconsin. A multitude of Scandiaawviames appear in the newspaper
announcements regarding these contests such de Basen of Johnsburg, Minnesota, A.G.
Nelson of Twin Lakes, Minnesota, and John Kjos toiC3oud who played “Norwegian dance
tunes.®? In some cases the Scandinavian American compefaoed well, like Sivert Berge
who traveled 20 miles over the border from Flandy&outh Dakota to Pipestone, Minnesota to

win second place in that town’s fiddling contestrebruary 23, 1926. Additionally, F.A.

62 “Norwegian Dance Tunes to be Feature of Old Tindellfhg Bee.”St. Cloud Journal-Pres$ebruary 10, 1926,
p.7.
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Peterson from Albert Lea won first place in thay'si contest on March 2, 1926 by playing the

popular fiddle standards “Turkey in the Straw,’iSlr Washerwoman,” and “The Old Red Barn.”

As popular as these fiddle contests were, howelemry Ford was not entirely happy
with the results of his series. He became awartentay of the participating musicians proved
too fond of drink and gambling for his tastes. Hedha publicist to fix what he saw as an image
problem and rein in some fiddlers from cashingnrtleeir success by signing vaudeville
contracts, but in the end Ford decided to put ahtersponsoring fiddling contests in 1927
(Warnock 2009:90). Old-time enthusiasts and musgia the Upper Midwest, however, were

unfazed by Ford’s change of heart and old-time measitinued unabated in the regfdn.

By the mid-1970s Bob Andresen’s knowledge of Updaiwestern old-time music
made him a natural choice for participating in thganization of a second wave of old-time
fiddle contests. The renewed popular enthusiasrfofekmusic in the 1950s and 60s created a
desire for locally-sourced, “authentic” folk mu$iom rural America. In some areas these
festivals were becoming so popular, in fact, thateamall communities hosting them began to
worry about their abilities to effectively accomnadel and control the crowds. A piece ran in the
Minneapolis Tribune on April 9, 1972 about the toafrUnion Grove in northwestern North
Carolina, which was experiencing a culture clash eessult of its local festivals. Two brothers
with two different visions for old-time fiddling copetitions had each been organizing their own
festivals in the area (their father, H.P. Van Huoggl previously organized an old-time fiddling

event as a fundraiser for the local school begmninl924). Before the brothers split company,

63 Technology, however, would affect the ways in wahitd-time music would endure in the region. The
popularization and affordability of automobiles ahd radio in Upper Midwestern households wouldjrire, have
a large impact on the house party culture by prargdiarn dances and touring musical acts, requaindjences to
travel longer distances for entertainment.
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the community held one single festival for decades) the “counterculture” of the 1950s and
60s discovered these homegrown music events arahiflegking to them. Th®linneapolis

Star Tribunepublished the following description of festivalags in the days following the

event: “What had been the two polar ends of Amermadture suddenly found themselves
wrapped together in a full circle, sitting side-figle on the wooden benches, oddly alike in their
rough dress and full beards, sometimes distingblsifeom each other only because the real
country folk kept time to the music by stompingitheels while the outsiders did it with their
toes.”® In addition to the worry about being subjected telatively sudden increase in festival
goers, Union Grove residents expressed concerng asoies of public drunkenness,

prostitution (which the author of the article pesitay simply have been a case of co-ed
camping), and drug possession on a scale theydaa encountered before. The result was that
one brother, Harper Van Hoy, began organizing goeedtely family friendly festival and
garnered support from old-time and bluegrass lurreeauch as Doc Watson, while the other
brother, J. Pierce Van Hoy, held an intentionathall festival with looser behavioral

restrictions. For many years these two events wele at the same time on Easter weekend until
newspapers began confusing the two festivals iin teports of drug use and unsavory behavior.
At that point Harper Van Hoy moved his festivaMemorial Day weekend to dissociate his

event from his brother'®

The issues that communities like Union Grove enterad regarding large numbers of

“outsiders” descending upon their small town fesgvand challenging their codes of conduct,

54 New York Times Service. Town Worries as Fiddletivads Grow.Minneapolis TribungApril 9, 1972), 14A.
85 The University of North Carolina at Chapel Hill m@ins a special collection of materials relatinghese
festivals entitled “Fiddler's Grove Collection, B38000,” which includes an online finding aid
(http://mvww2.lib.unc.edu/mss/inv/f/Fiddlers_Groverh). In addition, there is an online exhibit of t@adals from
the Fiddler’'s Grove events available at: http://v@uib.unc.edu/wilson/sfc/fiddlers/FiddlersGrove.htAtcessed
November 10, 2013.
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were generally seen as a result of the populaoizatf and intense national concentration on
southern old-time music during the folk music rei\Nordic Fest’s Norwegian American Folk
Music Festival was one Upper Midwestern counterfmatthe old-time contests and festivals of
the South and although the 1970s and ‘80s ushenexdie old-time events and contests
throughout the country, these Upper Midwesternvialst seem to have been predominantly for
the enjoyment of folks from the region and did restult from (or in) a nation-wide

popularization of ethnic or Upper Midwestern oloh.

Andresen’s participation in second-wave fiddlingtasts began with his role as a judge
in the Swayed Pines Fiddle Contest at St. Johnigddsity in Collegeville, Minnesota in the
mid-1970s. This contest was uniquely organizedmgarison to most old-time fiddle contests,
which have traditionally been judged by age groogh, & other instruments are admitted, by the
type of instruments played (such as the South Rakmtdling Contest in Yankton, South
Dakota, which admits button and piano accordioredidition to fiddles). At the time Bob

Andresen judged the event, Swayed Pines includedctategories of competition:

1) Fiddling Fiddlers
This category is for beginning and intermediatellieds, playing in any style.

2) Master Fiddlers / Northern Style
This is the type of old-time fiddle music that Heesen historically associated
with our own area. It is made up of music playeddyners and lumberjacks
of the Upper Midwest. Included are Irish, Frenctar@linavian, German,
Polish, Czech and other European American styesstyles brought here
from New England; the various Canadian styles aedstyles that developed
among the Chippeavsic] people.

3) Master Fiddlers / Southern Style
This category consists of styles that were develapainly in the
Southeastern and Southwestern United States, gndgozed here by means
of radio, television and phonograph records. Inetldre the Appalachian
styles, Texas and Western swing styles, bluegtagssiana Cajun, jazz,
ragtime and country-rock styles.

4) Senior Fiddlers
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This category is for fiddlers of age 60 and ovaypig in any style, who
would rather not join any of the above categori@sdresen collection, Box
3, University of Wisconsin-Madison’s Mills Music liary)

The inclusion of Northern, or Upper Midwestern, &althern fiddling styles in addition to
general and senior fiddler categories was a uniguavation in these old-time fiddling
competitions. In much the same way that a noncatmpgetegional folk music festival (like
Decorah’s) was able to do, it acknowledged theohisdl, ethnic and commercial influences that
took part in creating these two distinctive fornigll-time music and judged them separately in

these two categories.

In June 1985, Bob Andresen and his second wifee Barry Andresen, organized the
first Lake Superior Old Time Fiddle Contest in DilluOver the next several years this contest
would become one of the most popular community evienthe state of Minnesota at the time.
In the first three years of its running it attratt®ntestants “from seventeen states, three
Canadian provinces, and [drew] capacity audient®els.Was well-received, with Philip
Nusbaum, the Minnesota State Arts Board folklaaighe time, writing to the Duluth News-
Tribune that, “It was the best fiddle contest | @&ver attended,” and touting it as “one of the
great cultural events in the Upper Midwe%tUnfortunately the festival only lasted a few years
and ceased after Gale passed away from canceryrl®&9 and Bob himself suffered a heart

attack a few months later.

Andresen’s work as a scholar of regional Upperwdistern folk music, his publicly
accessible work as the host of the radio show ‘tNantd Hoedown,” and his active promotion of

and work in organizing the musical traditions af ®candinavian community at events like

66 Fourth Annual Lake Superior Old Time Fiddle Cont&é988.The Duluth News-Tribundune 23, 1988, 1D.
57 Nusbaum, Philip. 1987. Fiddle Contest a Top EvEneDuluth News-TribuneJuly 23, 1987, 10D.
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Decorah’s Folk Music Festival, Minneapolis’s “Sned3oulevard” festivals, and old-time fiddle
contests, were all remarkable undertakings. Hikvasra musician in his own right, however, is
also notable and worthy of our attention. Like somesicians in the Norwegian American
community have been known to éfoAndresen developed a style of playing what sonistsu
might view as a non-traditional Scandinavian insteat—the guitar—which was reminiscent of
the instrument considered to be the most traditionéhe Scandinavian community—the fiddle.
As a practitioner of the “flat-picking” style, Anglsen began to experiment with a sound he
would later call the “Jack Pine style,” also knoasthe “Hardanger guitar,” which imitated the

resonant tones and prominent role of the Hardafie.

It just seemed so natural to try to pick out sornmese tunes in a lead manner on
guitar. So, I'd been doing this around home fotteai while and my sons had
kind of picked up on that. My son Gary plays gudad my other son, Tim, plays
string bass. Gary and | sometimes play harmony.efiams we just play lines
back and forth, and Penny Perry [Andresen’s sistéaw] plays rhythm guitar ...
mostly Scandinavian tunes, but also some old Mitiwesberjack tunes and a
couple of Slovenian tunes. Things like that. (Arsére quoted in Leary 2006b:8)

Bob Andresen’s innovation with the conventional Wegian American folk music sound not
only demonstrates how versatile this (already @ed) ethnic music form is, but it also
exemplifies the sentiment he once expressed alenrdrd Finseth: “Finseth’s music is, at the
same time, purely Scandinavian and purely Amerigaiharacter. He does not play in a fixed

‘preserved’ style. His playing, rather, representiving personal music that is changing and

68 One other such example being Viola (Kjeldahl) Léela played the accordion, but learned a great désongs
from her father who was a fiddler. As a result isfinfluence, Viola developed a unique method afypig the
accordion that stylistically mimics the fiddle. LeRLarson performed on an album of Viola playind-thme on
the accordion entitled)ld Time Dance Music From Norway and Wisconkie includes a number of
embellishments in her versions of these songsafeateminiscent of fiddlers’ styles, such as prglog notes and
pauses like a fiddler would in “Skunk Lake Waltz/Hich is one song that was recognized by Kvam’saégian
interviewees, though they had a different namétfptHallingen,” and “Peter Keifer's Waltz.”
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evolving” (Andresen 1982). Andresen’s own music aalolarship embodied both the
commitment to an ethnic music form as well as tleative forces that have long contributed to
the unique cultural environment of the Upper Midiv8gyond these noteworthy contributions,
though, Andresen’s collection of recordings, docoteephotographs, and more, now housed at
Mills Music Library at the University of Wisconsimake it possible for future generations to

benefit from this rare body of informati&h.

LeRoy Larson

My pre-college years, prior to 1957, were livedhimther isolated rural
Norwegian community north of Leonard, MinnesotaCiearwater County,
where the Norwegian traditions were maintained lyyfamily, and therefore,
transmitted to me. The performance of Scandinafakndance music (as well as
many other types of music) in our home was our rf@im of entertainment;
consequently, | acquired that style, and learnedmut the repertory, developing
a very fond interest for this traditional folk mas{Larson 1975:v)

Growing up a third generation Norwegian Americamanthern Minnesota in the late 1940s and
1950s, LeRoy Larson was surrounded by a musicalyfahtis father played the fiddle, bugle,
mandolin, and chorded on the piano. His uncles wecemplished musicians as well, one of
whom led a large swing band in the area. Larsonraiaed immersed in these musical traditions
in the days of family and neighbor visiting, whisét the stage for the exchange and ultimate

familiarity with the collective local repertoire. sALarson recalls: “People visited, | remember,

691t should also be noted that scholars like Jamés&y, in recognizing the importance and rarityhese
collections, have also done a great deal to prothet@reservation of these traditions by encouaginsicians and
collectors to donate their materials to instituidike the Mills Music Library. Not only do they otribute to our
collective understanding of Upper Midwestern cudtithrough their own insights and research in thesas, but
they are helping to make it possible for futureadals to do the same.
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before television came. ... You didn’t need an inata you could just come to the door, you
know. There were some people who were known to dastéefore supper, too. ... So
whenever they visited the people that had instrugy¢hey’d have a jam session” (interview
August 25, 2012). Larson recalls a great deal métsharing and exchanging going on during
these visits and at house parties and learneddktnte dance tunes from the musicians who
played at these impromptu gatherings. Many of tines Larson learned appear in his 1975

dissertation on Scandinavian American dance muadid¢innesota.

Larson’s early musical immersion led to a life-lazageer and investment in the
preservation of this regional music. After recegzanBachelor of Science in instrumental and
vocal performance he worked as a choir directoséwen years in western and southern
Minnesota (Houston County). He received his Magté&cience in Music Education in 1967
from Indiana University during his summers whilevingrked as a choir director. Several years
later, Larson started his band The Minnesota Scandin Ensemble with Mel Brenden and
Helge LamdP in 1973 after an appearance on Garrison Keilleasdy morning radio show,

shortly before Keillor's successful Saturday evegrshowA Prairie Home Companiobegan.

Though LeRoy Larson’s musical roots were groundefidandinavian old-time and he
moved on to a classical musical education in teshigs career, he was also compelled to
diversify his repertoire to accommodate audiengerites when playing in bands at dance halls.
Larson remembers the early days of his performaaceer: “When Mel and | first started it was
Mel’s band and we were playing in some of thesesivyou had to play and sing country

western tunes because people, they wanted two;-$tepots, and they obviously wanted their

70 Lamo immigrated to Minnesota from Norway in thé@8. He and Larson hosted “The Scandinavian Cuiltura
Hour” together for nearly twenty years on KFAI-Flsidio in Minneapolis.
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waltzes. We played in Polish bars in northeast Mapolis. ... Mel was playing all of that. So
we always played the polkas—Polish polkas. We wesenmuch into the German. And that
was obviously a big influence on the airwaves—W/hamjohn and those kind of groups”
(interview August 25, 2012). After growing up irSaandinavian-dominated, rather remote
section of the Upper Midwest that had managedttorra relatively large share of its
Scandinavian musical and cultural traditions, Latsoepertoire increasingly reflected the ethnic

diversity of the region as he moved throughoutstiage.

To a certain extent some pan-European musical-cnesswas possible, but in Larson’s
experience musicians playing dance halls at this &lso had to be familiar with the American

popular music landscape:

If you're playing polka people will polka whethdisiGerman or Norwegian or
Swedish or Polish, but we had to keep up with—pee@nt what they're
hearing, you know. Hank Williams tunes, the old oy western tunes that were
on the hit parades always, stuff they heard orb#ra dance shows, kind of now
they're starting to call some of that bluegrass lgdess it was—five-string
banjo—[Bob] Wills. He had a lot of big hits, “Sam#onio Rose.” ... If you went
out years ago when Mel and | started—and we hagegléor barn dances,
even—... you had to play current things aledinitelytwo-steps. People wanted
to dance close and ... it's easy to do the two-s3epyou had to be current. So
you see we’'re influenced by all of that, which didnean we were going to quit
playing old-time. (Interview August 25, 2012)

Here again we see the fascinating and complicaetionship between ethnic, regional,
and popular music that James P. Leary discussé®smighly inPolkabilly. Throughout
his musical career, Larson has been compelled sbemall of the necessary elements of
Polkabilly to satisfy his audiences, but also teate the musical sound he loves and has

done so much to preserve.
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In addition to being able to cross over betweenicalistyles, humor also figures
in Larson’s performances. Peppering his shows faittiliar Ole and Lena jokes,
beloved throughout the Upper Midwest and especattpng Norwegian Americans, he
also demonstrates the well-established connecebmden old-time music and ethnic and
immigrant humor. As he explains: “We call ourselaeshow band, too, because we do a
lot of humor. We do dialect songs and | tell adbOle and Lena jokes and one-liners
and people laugh, and laugh and laugh and laugip@ople think we’re funny. We were
playing a park concert once in Roseville outside st told a couple of Ole and Lena
jokes, you know, it's a park concert, and somea@ys,sCut out the cornball stuff and
let’s get on with the musicl'—someone hollered &d.you see, we're flexible”
(interview August 25, 2012). Though Ole and Lerkeefpomay not be everyone’s cup of
tea, they do play a critical role in narrating stery of the Norwegian American

community from immigration to the present day.

Ole and Lena have long been staples in Norwegraerikan jokes and can be
considered in the same category as other hypher#tiatt American stock characters such as
the Irish “Pat” and “Mike,” the Italian “Tony,” athe Finnish characters “Eino,” “Toivo,” and
“Helvi.” Ole is most commonly depicted as a Norwagi—occasionally Swedish—country
bumpkin, hanging around with friends Sven and Lang| navigating a romantic relationship
with Lena, who is at times depicted as an earthyjnamof the world and at others an upstanding
Lutheran wife. As James P. Leary discusses theghi8candinavian folk humor in the Upper

Midwest in his bookSo Ole Says to Lena

Long before humorist Garrison Keillor popularizédiciwegian bachelor
farmers,” Minnesota’s Twin Cities were home to Iséonming Scandinavian
vaudeville comics, radio personalities commentinglaily events in a thick
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“Yah, Sure” dialect, and scores of ScandinaviarglSwedes and Norwegians,
the dominant ethnic groups in Minneapolis and 8ulPare found abundantly
throughout Minnesota, in western and northern Wisgg and in Michigan’s
Upper Peninsula. And Scandinavian folk humor isrttest vibrant of any ethnic
group in the Upper Midwest. ...

Scandinavian jokes have not diminished over aucgmf telling. Such
ongoing delight in joke telling on an everyday fédkel had been complemented
by the regional production and purchase of an asfggke books, recordings by
dialect comedians, and jocular paraphernalia (hsttbumperstickers, comic
artifacts, mock documents) that have updated ¢¢d &nd introduced new ones
situating Ole and Lena in the late twentieth cent(lreary 2001:61)

As Leary indicates, old jokes rooted in the newcoex@erience have been updated to reflect the
realities of a modern world, keeping the jokesvalg even as they reflect the immigrant past. It
is not uncommon for musicians to continue to mikejtelling in with their performances as
LeRoy Larson and his bandmates from the Minnescéa@navian Ensemble do, creating a

house party-like atmosphere at their events.

Early Ole and Lena jokes, however, were not thg alys in which the Norwegian
American community was able to laugh at itself #racultural and linguistic scrapes that were
common to newly arrived ethnic groups. Second-geiter Norwegian sisters Ethel and
Eleonora Olson were counted among the most beloweddic performers in the Scandinavian
American community. Both were notable singers dtitbagh Eleonora was the only one to
receive some classical training, she could notrdffo continue her vocal education for very
long. In the late 1910s and early '20s Ethel arebRoéra recorded vocal performances (popular
Norwegian and American songs, Norwegian hymns atwlgle of lullabies) for several record
labels including Victor, Edison, and Columbia. Higters were also adept comediennes,

however, popularizing several original comedic moguoes such as “The Old Sogning
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Woman,” “A Norwegian Woman at the Telephone,” adMhbel’'s Wedding” as recordings, but
also on stage as they toured extensively togetttesa the country. The monologues were based
on the sisters’ reality growing up in an immigraousehold in Chicago leading up to the turn of
the 20th century and they doubtless drew upon tveir memories and experiences as fodder to
develop their popular dialect humor. Mixing the farous monologues on stage with popular
American songs, Norwegian folk songs, and art sathgssisters put forth a versatile repertoire
with their performances, but were always best knéawvitheir dialect stories (Olson and Olson
1979). The history of mixing humor and music in Na@wegian American tradition is old and
treasured and one which LeRoy Larson has honoredghout his career as a professional

musician (even if it is to the dismay of some andeemembers).

OLSON SISTERS CONCERT CO.

They Sing and Read for Victor and Edis;)n

Elenora and Ethel Olson, who
have delighted thousands of
people with their cheerful, opti-
| mistic programmes, and have se-
cured the approval of the biggest
dramatic and musical critics of
the country, will appear again |
this season in an entirely new
and just as interesting program-
me, including the best modern
classic songs, quaint folk songs,
duetts, and monologues, whole-
some sparkling stories from
every day life, that breath cheer
and happiness in every line and
last but not least their own
inimatable original Norwegian-
American dialect stories.

The Misses Olson are the orig-

inators of the very well known
ELENORA OLSON Victor Records, The Norwegian ETHEL C, OLSON

Mezzo Sopranc women uses the telephone for Soprano and Reader

the first time, Sogne Kjaring and
many others.

Figure 5. Postcard from the Olson Sisters Concentgany, 1920.

Scandinavian dialect songs have also playediaairible in chronicling the challenges,

frustrations, absurdities and comedy inherent@American immigrant experience in the late
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19" and early 2% centuries. One of the most original musical ansiicdNorwegian American
artists was Harry Stewart. Born Harry Edward Skanbdacoma, Washington in 1908 to
Norwegian immigrant parents, he was later adoptelthe Stewart family after his mother died
in childbirth, leaving a grief-stricken husband higato care for their young childréhAfter
working various jobs as a teenager in Washingtate $te showed an early interest in radio and
at the age of 19 was hired by radio station KVagaeding to work there for several years. In
1931 Stewart moved to Los Angeles hoping to lasoirélar gig performing on the radio. It was
there, in the interests of standing out among tmepetition, Stewart was inspired to combine
the image of the notable Mahatma Ghandi with tthat 8wedish rube based on a man by the
name of Ivar Haglund, a locally-renowned owner ofaan shop in Seattle. Stewart developed a
whole comic act around “Yogi Yorgesson the Swe@salami” first for radio and later on stage,
just one of several personalities he created ®phrformances. In addition to his comedy acts,
Stewart recorded a number of Scandinavian Ametassics in his signature exaggerated
Scandihoovian accent, such as “l Yust Go Nuts ais€@has” (Capitol Records, 1949, 1950,
1957), “Yingle Bells” (Capitol Records, 1949, 193@54, 1957), “Real Gone Galoot” (Capitol
Records, 1950), and “Mrs. Yonson Turn Me Loose’di@d Records 1950). Over the years
these songs and more have been covered by nunfecandinavian American artists including
Larson, who released an album cal\dg. Yonson Turn Me Loosedith the Minnesota
Scandinavian Ensemble in 2006. Perhaps the mogtaded Yorgeson admirer, however, has

been Stan Boreson of Everett, Washington.

"L For a fuller biography of Harry Stewart, see thiafry Stewart Biography” online at
http://www.yogiyorgesson.com/bio.html. AccessedtSeyper 15, 2013.
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Stewart’s particular brand of musical comedy predigignificant inspiration for Stan
Boreson, a second generation Norwegian Americanhalsccarried on the essence of Stewart’s
Scandihoovian dialect songs through his long aotifiercareer. In the sixty years Boreson has
been performing on television, radio, and stagkdseemade over a dozen albums and covered
many “Yorgesson” tunes, even dedicating an albuhisrhonor entitledy ust Tinkin’ of Yogi
One of his specialties has been converting pofAragrican songs into Scandinavian dialect
tunes by applying the recognizable Scandihooviafedi that Stewart made famous and which
Boreson has carried forth into the twenty-firsttaey. Boreson got his start at the age of sixteen
playing with various orchestras in the Everett, Wiagton area. “We didn’t go for rock ‘n’ roll.
We played schottisches, polkas, Swedish waltzesrfes, plain good old waltzes” (interview
with Jens Lund, July 23, 200%)During World War Il he toured abroad entertainirmpps with
Arthur Tracy, The Street Singer. Stan would positiamself behind a curtain and play the
accordion as Tracy mimed playing a reedless acootiidi front of audiences. He went on to host

a children’s television show, King’s Club House, ®attle’s KING station for twelve years.

Boreson got this start writing parody songs in Negian and Scandihoovian dialect in
high school as he was taking Norwegian languagesesuWriting with his musical partner,
Doug Setterberg (who hosted a show called “ScaBdiadance” on station KOMO), he went on
to record many of those tunes for Kapp Recordsrbddmug was struck with throat cancer and
was no longer able to perform. Boreson then moweddifferent record label and continued to
play in bands and produce albums while hosting<ihg’s Club House and long after, is still

producing original music, as recently as 2008 w&igong that accompanies a YouTube video

72 This interview was conducted by Jens Lund in SsatYashington on July 23, 2003 and transcribeddrges P.
Leary in 2009. Used with permission.
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called, “I Just Don’t Look Good Naked Anymor& Stan Boreson has been so prolific and
successful in his music career and promotion ofAdgian American humor and culture that
King Harald V of Norway bestowed him with the Sta®@s Medal in 2005, which honors work

done in the name of strengthening bonds betweew&joand Norwegian Americans.

Mixing the self-depreciating humor at which NorweagiAmericans excel (and in which
they revel) with the musical traditions they hokhd has been a long-standing recipe for success
in this ethnic community. When performing for lam@ups of Scandinavians, Larson and the

Minnesota Scandinavian Ensemble know their crowd:

There’s a number dbrskclubs you can call them and ... we've been playing
those parties where they’ll have 650 people anditmier—big, huge TV screen
monitors around the banquet center. Really big.tianefessional sound system,
we’ll come on, that's a show. A real show. Twentywenty-five minutes.
Boom-boom. Jokes, funny songs, real pretty songat'3 a show. We do those if
we’re playing for a specific Scandinavian groupdese we know the humor, the
one-liners that they’ll really enjoy and bring thent of their shells a little bit and
laugh—Ilaugh out loud! [Laughs]

A: Heaven forbid! Yeah, | think some of those Nogr groups need to be
warmed up a little bit.

L: Well, that's what we do. ... | always have a étbait—to throw out a few to
see what's gonna work and we adjust as we go.r{iete August 25, 2012)

Performers like Stan Boreson and LeRoy Larson eealy aware of the positive effect of this
style of performance within the Norwegian Americammunity as well as the comedic lineage

they are carrying forth with roots stemming frore thienius of the Olson Sisters and Harry

73 The video for this song was uploaded to YouTub20@8: https://www.youtube.com/watch?v=3_6I500XAVM.
Accessed November 10, 2013.
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Stewart as well as the collective contributiong thake up the ever-expanding canon of Ole and

Lena jokes.

LeRoy Larson has amassed a treasure trove of iegsrfkaturing Scandinavian
American old-time musicians from all over the Uppidwest, including Bill Sherburne, Bob
Andresen and Leonard Finseth. Like others who Ipaviormed Scandinavian American music
for many years, and with the help of fellow musigahe has digitized a number of his old reel-
to-reel tapes in an effort to mine them for oldeiadies that are not commonly played today. In
a conversation about a well-known Spring Grove &deHer, Gust Ellingson, Larson mentions
several old reel-to-reels recorded in the late $36@ Minnesota Scandinavian Ensemble has
used to develop its repertoire: “So [Al Bjorngjettipitized those tapes so | have discs of all of
that, which we gave to our fiddler Art [Bjorngjeldhd he has picked out a couple things and
Mel has picked out a waltz—a gorgeous waltz I'vearéheard anywhere—and we’'re regularly
programming that sort of thing now” (interview, Augy 25, 2012). After four decades of playing
together as a group, it is no wonder Larson anth&msimates are interested in working up some
new material. To achieve this they are scouring/@gms and original recordings Larson made
years ago or which were given to him by other masgto bring this material back to life.
Speaking about his experiences attending NorditEslk Music Festivals back in the 1960s

and '70s and how the material is continuing to feedrepertory, Larson muses,

You know in many ways | was more of a tune deteckdoking for new tunes,
new repertory. So what a better place to go to tieaold timers and record them
[than Nordic Fest]? That became a natural dissent&pic because no one had
done it. And that allowed me, then, to revive wihedw [as] some really good
repertory. And if | didn’t have these tapes frora t60s, you see, some of these
tunes would have been gone forever. So we’ve rehaviot of things that way
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and when we went to the Houston County Fair [intlseastern Minnesota] we
played some tunes from Houston County includingt&llsngson—couple of his
tunes just from those old tapes. So what that msatsbeen preserved and it's
accessible to those who are looking for it, but's@uaot going to hear it on the
airwaves, but it's there. (Interview, August 2512)

LeRoy Larson is providing a valuable service todbenmunity by concentrating on searching
through his old recordings, preserving and digiizihem to the best of his abilities, and
working up old material that has probably not bpkayed since the performers he recorded
passed away. Beyond this, he and the Minnesotad®@aman Ensemble are also taking
opportunities to use their performances to repatsame of these old tunes to the communities

that produced them.

For musicians who have rich collections of recogdilike LeRoy Larson’s, the decision
to work up older material comes partly from an igptto preserve forgotten material, but there
are other practical considerations that weigh iwel. In a letter from 1977 to Bob Andresen,
Larson articulates the difficulties involved in wmg original old-time melodies, particularly
those involved in trying to work within the convints of the old-time sound while
simultaneously contributing something new and egéng to listeners, demonstrating how
intimately one needs to know the forms and motifsld-time music in order to add an original

composition to the canon:

| have tried to write old time only a few times bed, and find it not easy to do.
The style is so simple—technically speaking—tha difficult to stay away from
clichés and basic “school book” formulae. The peabis to find uniqueness, it
may be a melodic element, a harmonic elementrbytamic element (also
phrasing). It is easy to establish a method foitfiag old time,” however, there
must exist something different, new, and uniquati$ithe big problem. One
must examine the rhythm of each measure and b&ittrat the same rhythm is
not repeated too much (for example sequences)ntiisebe careful not to
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overuse arpeggios, which come so easy when congasthe keyboard. ... Also
overuse of certain chord progression; and keyioglahips between sections.

| am always cautious about a melody that comeg#&sdy, because it may
sound too much like “something else,” and may bexaiting. One needs to
search for melodic elements and rhythmic elemédnatisare exciting, and/or
unique, but yet stay somewhat within the stylehefprototype. As I tell myself,
you should not hesitate to rework and rework theses. It should be a tune that
one remembers easily, and finds oneself hummingtci@y.” When does one
consider a tune to be in its final form? (LettetedaMay 7, 1977 to Bob
Andresen, Mills Music Library Collection, Univergiof Wisconsin)

For whatever combination of reasons, LeRoy Laemhmusicians like him appear more
interested in preserving those lost tunes and meddtat reside buried in their extensive and
original collections, than they are with exclusiwebmposing on their own. It is to everyone’s
benefit when musicians who are so familiar with $hges and forms of this musical tradition
bring these melodies out from their boxes, leaemthplay them, record them for the world to
hear, or even perform them live in the communitieg once enjoyed them. By doing this, much
like the “six degrees of separation” game (or ‘egrees of Kevin Bacon” if you prefer), we are
one fewer connection away from the generationsusicmns who played and composed these

melodies at the height of the house party era.

Bruce Bollerud

Born in 1934 to a farming family outside the handeHollandale in southwestern Wisconsin,
Bruce Bollerud was surrounded by the tradition ohWegian American old-time dance music

from the beginning. Bollerud’s maternal grandfatagemvell as an uncle had been old-time
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fiddlers; and the women in his mother’s family, msther included, played mandolin, guitar, or
chorded on the piano. At an early age he was exigosine old-time music at house parties and
admired the musicians playing in those impromptungj room bands. Bollerud was interested in
making music as a child and at the suggestionsoitather he picked up the bandonion, a
relative to the German concertina and button aéeordHe recalls first starting out with
Norwegian waltzes, beginning with the old Scandiaa¥avorite, “Life in the Finnish Woods”
(Livet | Finnskogeh In his early teens he would even get togeth@tdg with several other
bandonion players in southern Wisconsin from tim#érhe. Later he followed up on his success
with the bandonion by learning to play the pianaj &ter still he took a liking to the trombone
and piano accordion in his high school years. Alyeat the age of twelve Bollerud accompanied
local fiddler Herman Erickson on bandonion at afdet dances throughout southern Wisconsin
and he later played piano and trombone for the ithyRamblers, known for their Dutchman
polka style approach to old-time music. Bolleruchtven to work with other area bands such as
Emil Simpson’s Night Hawks, The Polka Jacks, aniteFe Swiss Band. He was adding several
new styles and melodies to his solid house pantgeanusic background, combining the lively
beats of Frankie Yankovic’'s Slovenian style polkasio with rockabilly and rock ballads, and
throwing into the mix samplings of German, Swisg] &zech styles, reflecting the ethnic

diversity and musical creolization that characttithe regiori*

After two years in the Air Force, Bruce Bollerudtksl in Madison in 1958, earned both
bachelor and master degrees from the University/istonsin, and became a special education

teacher. He started playing with a succession dicrans in town, finally settling down with a

74 For a more detailed and contextualized descripgfdBollerud’s musical career and his involvementtie
Madison-based band, The Goose Island Ramblergasees P. Leary'Bolkabilly: How the Goose Island Ramblers
Redefined American Folk Mugj2006, Oxford University Press).
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group in 1961. Bollerud, Wendell “Windy” Whitforand George Gilbertson called themselves
the Goose Island RamblefsAt the time they hit Madison’s music scene thepartoire defied
categorization, mixing hillbilly and old country stern music with old-time waltzes,
“Scandihoovian” novelty and dialect songs and es@me Irish music. In addition to the
Ramblers, Bollerud also played with The Good Tinaa@® whose repertoire mixed polkas,
waltzes, fox trots and country western tunes, perifiog three to four nights a week at several of
Madison’s popular hangouts including the Germatatgant and undergraduate student haunt,
the Essenhaus. Today Bollerud continues to entegitaliences, though these days he appears
mostly at nursing homes and schools, performindadldrites like the “Stegen Waltz” and the
popular “No Norwegians in Dickeyville,” an old Noegian waltz which he and Windy Whitford
turned into a comic dialect song, expressing th#usion resulting from how a Norwegian waltz

ever came to be named after the largely Cornishvéeldh town of Dickeyville, Wisconsin.

> The name “Goose Island” is an English distortibthe Norwegian phrasgod land meaning “good land,” used
to describe the rich farmland near the area wharelyWvhitford, grew up in Dane County.
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Figure 6. Bruce Bollerud playing the piano accondiGourtesy of Bruce Bollerud.

Bruce Bollerud’s long and active career in musis ledt an impressive trail, consisting
of recordings, newspaper clippings, playbills, acadeartiicles and papers, photographs,
correspondence, copyright papers, grant applicatioarformance contracts, personal
reminiscences, and motdis collection of music, memorabilia and documestsot the result
of historical accident or happenstance. It is & wetf-conscious work, made up of information
that he himself does not want to forget as welhémmation he imagines may become useful in
the future. He is, in effect, curator of his ownsaum of music, which speaks to Norwegian

Americans’ predilection for preserving and remenmgetheir past for future generations.

In a manner that old-time music practitioners, doentarians and enthusiasts are all too
familiar with, Bruce Bollerud’s collection of ovéifty cassette tapes featuring live performances
of old-time musicians are populated with titlestsas “waltz” and “schottische’® Bollerud is
particularly interested in the old fiddle tunestthppear on these tapes and, like LeRoy Larson,
has been focusing his energy on learning the olddgamiliar tunes he has not yet committed to
memory, not only because they represent unchartesical territory, but because the range of
these fiddle tunes is large and particularly walted to the accordion. Additionally, in
Bollerud’s view, these older fiddle tunes fell inetwayside for some time because as larger
bands with prominent brass instruments became poghkey eventually overshadowed and took

over from the fiddle players. Brass instrumentsydéner, couldn’t reproduce the musical range

76 Many of the tapes were given to Bruce Bollerudrhsicians or families of musicians, a common pcactimong
known tradition bearers like Bruce, LeRoy LarsoettBRotto and others.
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of the fiddle and as a consequence, the melodigsl@azed by fiddlers were not played as often

as they once were. He likens this transition toethe of a fad:

Of course music is that way—it changes. You knoWwemthe accordion came
into Norwegian music and other musics it changea that was done and the
violin is the national instrument of Norway, but evhthe accordion came in it
took a big chunk of music and they developed agoarchusic. ... The Cajuns
did that. Their music was violin music, violin-der .... The button accordion
came in and all of a sudden that [became] the ifyerg instrument .... Every
instrument has its limitations and its strong p&itiut the music then is tailored
to fit that instrument, so the music changed. ¢iné&v April 19, 2010)

Because the piano accordion has an appropriategjg lausical range, Bollerud has been able to
adapt these older fiddle tunes more easily tortsgument, making it that much easier for a

person of his musical expertise and backgrounadseove these rare melodies.

Bollerud feels a strong sense of obligation aboesgrving these lesser-known fiddle

tunes for the future. He describes sifting throolghrecordings in search of valuable material:

As far as the old-time fiddler stuff in [my collémt] | thought there were a lot of
songs that if | didn’t get them recorded, writteawah, or preserved in some
manner, they would just be gone when these peapie And so | mentioned, |
think ... that | had gotten a whole bunch of tapesitfiSelmer Oren’s daughter—
about 130 tapes actually—which | went through aicllgml out what | thought
was good to save. Because he had stuff like, oligsdiri Waltz” or “Four Leaf
Clover” and things like that on there, too, whisHine, but | mean it's not
historically important to me. So that was one @&f things—to get some of the
stuff down that was gonna be lost if somebody do@sn it down. (Interview,
April 15, 2010y

77 Selmer Oren was an old-time fiddler from the Sting, Wisconsin area, who passed away in 1996.eBruc
Bollerud includes a tune attributed to Selmer mtone bookUff Da! Let's Dancel(2009) called “Sally’'s
Hoppwaltz” (“Sally” was Selmer Oren’s nickname).drpaper for James P. Leary’s Scandinavian American
Folklore course at the University of Wisconsin-Mzah in 2003, then student Jim Miksche wrote abelin8r
Oren (1909-1996). Miksche’s emphasis was on figdifaditions in the Norwegian American communitgynh
they fit into an Upper Midwestern context and héwyt contributed to fiddling traditions in the USganeral. To
complete this project Miksche interviewed Selmeligsighter, Ruth, who was also responsible for gitiegfather’s
tapes over to Bruce Bollerud. Both the academi@papd a transcription of Miksche’s interview witlath Oren
are housed in the Mills Music Library’s Wisconsirusic Archives at the University of Wisconsin-Madiso
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This is the same impulse that drives old-time masglike LeRoy Larson to comb through their
collections in search of forgotten gems. Concebmuathe rapidly aging formats of these
recordings combined with the feeling that integesd knowledge of old-time music is dwindling
to a point of eventual obscurity have motivatecgséhimdividuals to work diligently to preserve
what traditions they can. In the process, theybaoming curators of their own original and
irreplaceable collections and, in the cases of 8Bllerud and Bob Andresen before him, have
taken concrete steps to preserve their collect@sademic institutions for future musicians
and scholars to learn from. It can be a dauntisk.té&Some of the tapes that people gave me,”
says Bollerud, “were wonderfully confused and mixgd’ adding to the already challenging
task of supplying identifying information for soroéthe recordings that have inadvertently
made their way into collections like his (interviéypril 15, 2010). So, while not everything has
been or can be recorded and preserved for postiréye musicians have taken on the vital role

of doing what they can to slow the erosion of atdet music from Norwegian American culture.

This type of undertaking struggles to mitigate ¢henulative effects of over a half-
century worth of gradual shifts away from publiteirest in regional music. As Paul Tyler says

of fiddling:

Fiddling was ubiquitous in North America, and lotralditions, especially those
connected with social dancing, were strong in thevst in the early twentieth
century. But as old-time fiddling’s place in theojfght faded, and as mass-
mediated country music became more professionalthecpublic face of fiddling
acquired a southern hue. In eastern and centrabpsrof the Midwest, most
professional and semiprofessional fiddlers embracett new commercial styles
as bluegrass and western swing. Only western stdimns continued to
broadcast the older traditional tunes—breakdowosyipes, and quadrilles for
square dancing; waltzes and schottisches for rdanding. ... Midwestern
fiddlers with roots deep in local and family tradiits did most of their playing for
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community dances, for informal musical gatheriragssimply for personal
pleasure. (Tyler 2006:385)

While the three men profiled in this chapter sgéatr lifetimes challenging this pattern, these
areas of the Upper Midwest that did a better joprekerving their local music traditions were
not entirely immune to the encroaching influencéhef commercial styles that claimed other
sections of the Midwest. The responsibility Bolléiand Larson have charged themselves with is
sifting through their recordings and disregardingse popular bluegrass and country western

tunes in favor of the regionally and locally distine melodies.

Interestingly, Bollerud sees the commercial suscdédbluegrass as a potential vehicle for
aiding in the preservation of these regional tukiesholds out hope that the old fiddle melodies
that he has worked to preserve would do well reVia® bluegrass tunes. “It crossed my mind—I
thought, some of this stuff would fit in a bluegdgpe of band. | might have mentioned that this
“Jenny Lind Polka”—Bill Monroe plays that. And | did know the history of that, where he got
it or whatever, but | thought, gee, it sounded grethought. It fit right in because it's a fiddle
tune. ... It just fit right in with his sound andhdught, well, that would be kind of neat if they
would pick up some of this stuff. Especially thetmmentals” (interview April 15, 2010).
Remaking old-time Norwegian American fiddle tunesibluegrass style might not be the most
obvious use for these old recordings, but appeatinge widespread popularity of this musical
style serves the more basic purpose of preservatidrproviding musical inspiration for current

and future artists.

Bruce Bollerud’s recordings are made even morg\y the many reminiscences he has
preserved about his own life. Carefully written ouatyellow legal pads and blue pieces of paper,

he has organized numerous short vignettes, whidtabeised to relate the experiences of his
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youth to others. In his 2009 book of old-time musicaccordionAccordion Uff Da! Let’s

Dance! Bollerud recounts his earliest memories of neaghbod house parties:

The House Party was a rural neighborhood affain Witeen or twenty people in
attendance. People brought food, “a dish to pass]"the musicians were local
folks, mostly farmers. The parlor rug was rolleg¢kahe musicians, two or three,
played accordion, fiddle and guitar or banjo. Thesimians sat in a corner or
sometimes in a doorway between the kitchen angdher so the music, which
was not amplified, could be heard in both roomgeta the evening the
musicians would take a break and lunch would beeskerthen more music.

The party could last all night. Party goers wouwd$the hat and take up a
collection for the musicians. The last song ofrilght was often “Home Sweet
Home.” (Bollerud 2009:4)

This familiar description of house parties of thtelnineteenth and early twentieth
centuries helps document a tradition that wouldsootive in most places beyond Bruce
Bollerud’s generation. Echoing LeRoy Larson’s réaxions of neighbors going visiting before
television became the primary source of home axtartent, Bollerud muses about the house
party social circle of his youth: “It was a closeikgroup of neighbors and relatives, very warm,
like a big family gathering. There were people fremery age group, all sharing lots of food and
conversation. | think this is something we have intoday’s busy life with everybody going
their own separate way, doing their own thing. Wheaar House Party music, it brings back
memories of a simpler time when neighbors got tegreaind visited and had fun” (Bollerud
2009:4). Though | will go on to argue that thisnfioof entertainment is not entirely extinct and |
include examples of intergenerational groups ofmeors coming together to enjoy dancing and
good music, no one could rightly claim that the $®party era has continued with the same

fervor and regularity as it did when Bruce Bollewds a boy.
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As a young person Bollerud learned more than oig-tivaltzes and schottisches from his
family, friends and neighbors. He vividly recalliged man on his family’s farm teaching him
how to yodel, worked hard to memorize the Scandaradialect songs he heard the hired men
sing, and studied their thick Norwegian “newcomendgues: “When | do these Norwegian
dialect songs it's very easy for me to do that gamtEbecause it’s just natural. ... | can remember
all these people who spoke that way when | wasl'a(kiterview April 19, 2010). Bollerud’s
father, Orville, typically hired two men every wantto do chores around the farm, providing
seasonal employment for men in the region, and@Bwas understandably interested in the men
who worked for his family. They brought their owmsic to the house, demonstrated great
humor and they both worked and lived hard. Bruoeemabers the time one of the hired men

mistook a bottle of turpentine for whiskey.

Hired man Leonard Erickson liked to have a drinkwramd then as did many of
our hired men. One day he found a whiskey bottléoprof a beam by the hog
slop barrels. He must have thought my Dad [hadj&d a bottle there and he
took a big slug and to his sorrow because it wgsetutine in the bottle which my
dad would use in the hog slop to de-worm the gigenard became very sick and
rolled on the ground but he wouldn’t let my dadetdim to the Doctor. After a
couple of days he recovered. Leonard was one dbtighest men | ever knew.
(Bruce Bollerud’s personal papers)

Bollerud recalls Leonard’s great efficiency andasaty for hard work, noting that although he
may not have been fast, he seemed to get moredwemk that others and “never seemed to

waste a step or a motion.”

Another time, hired man Orton Kellesvig, who wagwmn for dumping whiskey into the

chicken mash (“They seemed to like it and theydyahk, staggering, leaning to one side and
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falling down”), ran a needle and thread througlem&l of corn, which he then tossed out in
front of a chicken. “When the chicken swallowed tloen, Orton would jerk on the string and
pull the kernel of corn out of the chicken. Theosiein looked very surprised” (Bruce Bollerud’s

personal papers).

This dimension of hired men working on the Bollefathily farm is in some ways
reminiscent of the humor and culture that existeldie nineteenth and early twentieth century
lumber camps in northern Wisconsin, Michigan, aridridsota. Lumber camps were remarkable
settings for ethnic mixing in the late nineteergntary. Though the lumber industry in the
northwoods technically began as early as the 1880sesting really prospered in the years
between 1870 and 1900. This explosion of activilg amployment coincided with an increased
wave of European immigration to the States whitfaetied a diverse group of laborers to the
area. Irish, Finns, Swedes, Norwegians, GermaeschrCanadians, Scotch-Canadians, Native
Americans and more worked through the winter moitliee snowy climes of the northern
Upper Midwest, sharing their music, jokes, gama&gstand more. Philip Martin describes the
seasonal, gendered, economic, and cultural roteltedumber camp played in many pioneer

families’ lives:

Many immigrant farmers had to leave their homest@adheir wives’ care for the
winter to journey to a logging camp to seek worke Thoney they would bring
back in the springtime was sorely needed on a pionemestead to pay off the
mortgage and buy equipment, seed and livestocknBtine long winters, cooped
up in a bunkhouse with a crowd of French-Canadigaskees, Irish, and Finns,
the Norwegians were exposed to many different stgfenusic and dance. In the
spring young Ole might come home not only with aks full of cash but with a
few new tunes whistled on his lips. (Martin 198219}
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The same time of year that the folks who stayedrptarming country were holding their
wintertime “kitchen sweats,” or house parties,fbang men and farmers who journeyed north
to line their pockets with some much-needed cagke aiso polishing up their dancing and

music skills at camp.

Saturday nights and Sundays were usually set asitiene for entertainment at the
camps. Matrtin continues: “Sundays especially wpensplaying cards, trading tales, singing
ballads, and holding impromptu quadrille danceswifiddler and caller. Half the men donned
red handkerchieves on their sleeves to signify tiodée as ‘women’ in the set, and off they went!
The camp fiddlers might trade off on a residentinie-in some cases no more than a cigar-box
strung with baling wire, yet which served to fhiet bunkhouse with the infectious buzzing of a
French-Canadian reel or gig” (Martin 1982:7-8). Makinstruments at the camp came in many
forms; oftentimes fiddles would be fashioned frdra &forementioned cigar-box, and cracker-
boxes functioned as bodies for the “lumberjackadelthen attached to pitchforks or broom
handles. The “Viking cello,” a variation of the lberjack cello, mimicked the single-stringed
psalmodikon popular to rural Norwegian and Norwagkmnerican churche® but
professionally-made instruments such as convertamhHardanger violins, accordions,
dulcimers, guitars, and more could also be fourttiénumber camps (Andresen 1978:10). The
levels of musicianship in the camps varied abouhash as the quality of instruments they
played and a good musician could prove to be aass#t at the camp. “Crusty old foremen were
known to hire a good singer or fiddler even if hesymot much of a logger” (MacKay 1998:240).

Other accounts are not as generous in singingrdisgs of lumbercamp fiddlers. Malcolm

8 In his review of the reissue of Helene Stratmawiihs’s recording “Folk Music From Wisconsin” prodddoy
Bob Carlin, James P. Leary also links this “celio™the boombaassociated with festive pre-Lenten and tavern
revelries of regions surrounding the Baltic Seagdty 2007:77).
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Rosholt recounts a story of lumber camp leisurgviéiets told him by Ola Johnson of Wisconsin
Rapids: “While the lumberjacks spent most of tih@sure time singing, card playing and
dancing, that was not all. There was also violayplg and dancing, as there were no less than
four fiddlers in the crew. Real musicians thoughiedacking, but in the logging camp we were

not particular about the quality of music” (1985027

D . T 2 e

Figure 7. Picture of a logging camp crew takenidets the snow in Chippewa Falls,
Wisconsin, ca. 1875. One lumberman stands witbdidiand bow to the left in the front row
while two men strike a boxing pose in the backgcbuvelvin Diemer Collection, Wisconsin
Historical Society (image 4177).

Like the mythical cowboy of the west, lumberjackghese camps in the latter half of the

nineteenth century were synonymous with hard amg@&®us work, drinking, carousing,
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brawling, and singing. Again, Rosholt’s accountir®la Johnson depicts the dancing and
partying that went on in the “grub hall,” which wabuilding not generally occupied in the
beginning of winter, creating a space for town @sn¢Here the boys and girls, men and
women, gathered to dance the waltz and French{faoimto the night. ... They often brought
whisky which they treated or secretly sold. Disambes were frequent in the lumber camps and
in the ‘grub hall.” People drank, danced, swore fmgjht so that on the following morning the
hall looked like the worst kind of pig house. Sops®ple acted worse than heathens, the only
difference: the lumberjacks did not eat those treycked down” (1985:270). Lumberjacks
immortalized their work and exploits in songs whveérre expertly composed and often set to
borrowed tunes, which reflected the rich traditodrballadry and song stemming from the early
influence of Anglo-Irish lumbermen of New Englantladescendants of French-Canadian
Voyageurs (though they also produced humorous samgipoetry in addition to playing the

instrumental house party music so popular in thg.da

Fieldwork conducted among lumberjacks and those egnoed on the music of the
northern lumber camps began early with scholassHitanz Lee Rickaby, who collected 55
songs and ballads in his collectiBallads and Songs of the Shanty Bb926) and hundreds
more besides. The collection of lumberjack songs agdvanced in the mid-1930s by music
collectors Sidney Robertson (before she went dretmme Sidney Robertson Cowell) and Alan
Lomax. She in 1937 and he in 1938, recorded mussdiaroughout the northern reaches of the
Upper Midwest, reaching broad swaths of the renidykdiverse population they found there.
Lugging with them enormous and heavy battery podeeeording equipment as they went,
Robertson traversed the state of Wisconsin recgmdorwegian-American psalmodikon players,

Finnish-American kantele players, and Kaintuck emand storytellers (lumberjacks who had
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made their way north to work in Wisconsin from Keeky during the height of the logging
industry), while Lomax documented all manner ohéttsongs and tunes from Michigan’s lower
and upper peninsulas, recording Finnish-Americkrench-Canadians, Polish-Americans,
German-Americans, indigenous Ojibwes, and nidf&ocumenting live performances of
lumberjacks’ musical traditions in the region wasesv and exciting endeavor, but one which
came at the tail end of the lumber industry’s baorthe Upper Midwest. Robertson’s and
Lomax’s collections, however, reflect the intengifythe ethnic mix in the region, which was

fostered, in part, by natural resource industmetuiding logging.

Aside from preserving his original music recordiregnd having documented his
childhood memories of his early musical experierares life on the family farm, Bruce Bollerud
has taken steps to give us a more complete unddmstpof the persistence of Norwegian
American music in the Upper Midwest. Perhaps onth@imore unique aspects of Norwegian
American folk music collections anywhere, Bollethas saved an assortment of business and
financial documents from his long career in mugithile serving as band leader for the
Ramblers and the Good Time Band he saved mosegdaiformance contracts that they signed
with various establishments for bar and restaugags as well as for wedding and other private
events. These contracts extend from 1960 to threepterepresenting hundreds of performances
by these two popular local bands. The contract $attremselves were obtained from the
American Federation of Musicians and the Madisorsiglans Association. Bollerud was a

member of the union for thirty-three years, begignivhen he was sixteen years old and joining

7 For a much more detailed description of Robertsand Lomax’s work in the Upper Midwest see Leary
2006hb:172-81.
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Gilbert Prestbroten’s band, the Rhythm RamblerschvRrestbroten was re-forming after it had
disbanded due to the Second World \A?arhese contracts chronicle the financial storyhef t
bands Bollerud has been involved in over the yaansell as the vast majority of one musician’s
earnings during his most active performance peggitlence which is often neglected, tossed

out or perhaps never existed in musicians’ perscoléctions®!

In the earliest post-immigration years (pre-188@sayicians’ unions did not exist, and
even when they did begin to emerge, the musiciamging within this Norwegian American
folk music tradition in rural areas rarely foun@hselves in a position to launch professional
musical careers. In addition, musicians playingldeal events, rural house parties, weddings,
and community dances simply did not produce thpe tyf paperwork. Information regarding the
type of compensation musicians used to receivieeatural social gatherings that Bruce Bollerud
fondly remembers from his childhood has had to cénom personal testimony. Practices such
as passing the hat for contributions for the banplaying for a midnight supper were the norm
on these occasionBut by the time Bollerud was playing organized gigth bands like The
Goose Island Ramblers and The Good Time Band inddadce began to make a concerted
effort to retain the paperwork from his scheduledgrmances, giving us a glimpse into the
economic realities and performance commitments gran American musicians encountered

working in urban areas of the Upper Midwest intthid to late 28 century.

Bruce Bollerud affirms that his musical career pded an important boost to his

family’s household income, which he was also ablearn locally without having to leave home

80 For more information about the Rhythm Ramblers thedmusic they played, see Leary 2006b:119-20.
81Another distinctive addition to Bruce Bollerud’srpenal music collection is the several copyrightlaations he
submitted and was granted for original songs heéensiad co-wrote. In all he has saved six copyrégigications,
all dated 1960, for songs such as “Scratch YoureNgka,” “All Night Long,” and “The Christmas Palk
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for long periods of time to go on tour with a baBduce estimates that during the busiest years
he played an average of three to four nights eask# “| know when | went to school | was
playing three and four nights a week and workingrtty hours a week at the multimedia lab and
carrying seventeen credits. And it just really \adet of work. | don’t know, it probably
continued for eight or nine years, ten years mayimérview April 19, 2010). Bollerud was able
to go back to school at the University of Wiscongaer the Gl Bill, but even with that
financial assistance he wasn’t “floating in mone$till, he says, he probably would have kept
roughly the same performance schedule had he eotibeneed of the extra income. “I love to
play. I'd have played no matter what. ... | like ® doing things. | get bored sitting around.”
Whether there was a personal motivation to plagaswsistently or not, the reality for Bruce and
his family was that the need for extra money, alath the backing of his wife, Gloria, created

the clear incentive to keep up with this intenséqueance schedule.

Looking a little closer at some of the figures edlfrom Bruce Bollerud’s musical
contracts, we begin to see the impact that hisopmdnce schedule made in terms of the family
income. From records he saved dated 1974, Bollgigreed a total of sixteen performance
contracts representing twenty-four individual perfances (lasting roughly four hours each).
The bands he played with were paid between $12%2a60d for each performance, earning a

total of $3,500, or about $1,166.66 for one yegsrofessional part-time musiciansiipren

82 Based on his account of the frequency of perfomagnthese contracts do not account for all of @Biallerud’s
gigs in each of the years represented.

83 According to the Bureau of Labor Statistics oniinfation calculator
(http://lwww.bls.gov/data/inflation_calculator.htmyhen the share of payment that Bruce Bollerud tomke after
these performances is adjusted for inflation, itildeequal about $5,541 in 2013. A humber of faciotarfere with
making this a precise depiction of Bollerud’s masiearnings. First, this total is based on the remts that
Bollerud saved in his files; it is possible thatmmexisted but were not preserved. Second, hiestftaidd have been
based on the fixed number of bandmates in eadtedbands with whom he performed. If one band memiasr
unable to make it to a performance for some reabertake-home pay may have been more or remairesbime,
depending on the circumstances. Third, it is pdsshat Bollerud may have received payment forfopmance
which did not involve a contract. In essence, adhgh examination of these performance contraatiidoe
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years later in 1984, he played at least sixty igial performances and took in a total of
$14,175 ($4,725 individually, the bands again mgkinywhere between $200 and $350 for
each performance), according to the contracts yedsfaom that yeat* In all, for a semi-
professional musician living in an urban area ef thpper Midwest, it was possible to make a
decent amount of money at this point in historgutgh it is questionable whether Bollerud
would have been able to support his family sol@hs music-related incon¥é Compared to

rural Norwegian American musicians of his or presi@enerations, though, he was able to take
advantage of the ethnically-infused regional follksie and translate that into a successful part-

time professional music career.

Bruce Bollerud’s papers, recordings, memorabilie] photographs represent yet another
unique collection of materials that reflect botk tommon elements of Norwegian American
folk music traditions as well as the diversity @perience within that relatively specific category
of musicians. The range of materials he has thowgpteserve over the years gives us a
wonderful, rich, and well-rounded perspective ¢ifelong engagement with an ethnic musical

tradition in the midst of an increasingly pervagpggpular culture.

Bob Andresen, LeRoy Larson, and Bruce Bollerud eamhody a deep connection to an
earlier generation of Norwegian American musiciamg] all have also demonstrated great
foresight and dedication to preserving the art othey themselves have contributed to all their

lives. Not only have all three men made part- tbtime careers out of their musical talents and

misleading because of all the potential inaccusmdiat these base numbers do give an indicatiovhaf a rough
income estimate might have been for Bruce Bollénutiese years.

84 Again, adjusted for inflation the share of BruaalBrud’s income would be roughly $10,648 in 2013.

85 As it was, Bollerud has noted that during thisqathe was booked to play with the Good Times Bamdhe
Goose Island Ramblers just about every weekend ofghe year.
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experience, but they have taken it upon themsetvbscome collectors, scholars, and archivists
of their craft. The combination of their own mugiaad cultural backgrounds, productive
careers (resulting in albums, radio programs, boptstographs, countless performances, and
more), and their enthusiasm for amassing rare aiglia collections of recordings and

materials, will continue to provide current anduiiet generations of scholars the ability to look
deeply and meaningfully at these traditions in fioreto learn more about the people of this

region and the country.
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Chapter 4: Beyond the Revival

The careers and work of Robert Andresen, LeRoydraand Bruce Bollerud demonstrate that
Norwegian American folk music has never been acstategory of music. The music has
continued to be creatively adapted to the timesthiith it exists. In recent years artists and
musicians have taken Norwegian American musicdittoams in novel and interesting directions,
continuing to reflect their modern-day contextse3dé musicians are demonstrating how this
ethnic music tradition continues to reflect familcanventions and characteristics but is also

adaptable to addressing the changing realitieseoNibrwegian American community.

Resulting from his work with Ukranian-Canadiangkiiarist Robert Klymasz proposed
three interrelated categories or layers of folkicmange: traditional, transitional, and
innovational. He argues these layers help defis@nditions in practice, but that they are also in
dialogue with one another: “Individually and colieely they bring into focus those contrastive
trends and processes that in actual practice camaithh one another in a continual state of
dynamic interaction” (Klymasz 1973:132). The trauhtl layer, he proposes, is the most
conservative in nature and is based on the despeeserve an Old World tradition as much as
possible. The second, transitional layer, presamisiteresting combination of new elements and

features which, taken together, might spell outddeine of the tradition, but which combine
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with and work to support and strengthen some feataf the tradition over others. The final,
innovational layer of folklore change goes muchHer in introducing novelty to a tradition, as
the title suggests. According to Klymasz, this la{ghows an attempt to reconstruct the tradition
as selected retentions merge with new phenomeptluce a streamlined, modern-day version

of the folklore legacy” (Klymasz 1973:132-3).

These three categories are helpful when viewedsagerum, or as a way to consider
individual performances, but should, as Klymaszesg:ibe considered to be “in a continual state
of dynamic interaction” with each other. If takeotliterally or applied too rigidly the categories
become restrictive, blocking from considerationways in which individual performers slide
back and forth between categories or incorporgtecs of multiple categories in one
performance. | offer these categories here, in pattighlight the diversity of performances and
the varying degrees to which individual bands amidta sometimes base their performances on
more conventional or standard interpretations afWégian American folk music. | do not mean

to imply that any category or label is in any wagremauthentic than another.

Scholars of folk art have developed similar wayslistussing the degrees to which
artists’ works resemble what the community recogsias traditional art or what might be
considered more innovative. Citing the work of aofiologist M. Estellie Smith and her
argument that tradition and change might be consttim terms of continuity, Willard B. Moore
introduces one way in which people have attempiditdaden the scope of what is considered
traditional and increase the acceptability of irsttan within a given tradition. Smith writes,
“Continuity is that synthesis within which tradities persistent viability through adaptation and
change is the novel manifestation of a durabletitér{Smith 1982:135 quoted in Moore

1989:2). Moore also introduces folklorist Kay L.t8@n to his discussion in an effort to take the
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emphasis off of the cultural product and placenitlze process by which individuals draw upon
their cultural traditions and knowledge to creatitiural product. “Participation goes on at a
deep level; it is not adopted or abandoned quickhgl it does not necessarily entail approval of
tradition” (Moore 1989:2). These discussions anfthdens bring us closer to examining the
experiences, knowledge, and intentions that a giwest brings to his or her work rather than
the evaluation of it by the community or those wituld presume to judge what constitutes

traditional representation within a group.

Moore goes on to present another series of claadins that encompass these ideas,
which he identifies as the circles of traditionsWalizing these categories as concentric circles,
Moore’s first category is called “Integrated Traaliis,” which is the designation most identified
by conservatism and is recognized as drawing meestily upon the “forms, techniques,
materials, and symbolic meanings that are most faterwoven with the rest of community
life” (Moore 1989:4). The second circle is callg@etceived Traditions,” in which the art forms
practiced by individuals are, most importantly,qeeved to be traditional and representative of a
historical practice whether or not that traditiaslactually remained the same or been altered in
some way by the contexts of time and place. Sinildahe definition of a legend, the important
factor here is not the verifiable truth or autheityiof the text, but the presentation and
perception of truth to the individual and the conmityt Thirdly, the circle for which Moore
makes the case is most widely disregarded andeeot is connection with a particular
community or tradition, is named “Celebrated Triadis.” Here Moore speaks specifically about

Minnesotan folk artists, but the definition cleaalyplies beyond state borders:

This circle contains the work of artists who, f@rgonal and aesthetic reasons,
choose to create objects not necessarily relatdtetoown heritage or social
roles. While these objects and the techniques redad make them are rooted in
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tradition, it is a tradition of other times, plagasd social conditions. Through the
celebrated traditions, Minnesotans have enrichedtidite’s arts with revivals of
traditions that their predecessors had little ttmpursue. In some instances,
artists have sought forms from other regions ofcthéntry ... . Other people have
experimented with historic genres and created ffeshs with new meanings ...

. In this circle, the emphasis is upfmnm. (Moore 1989:5, emphasis Moore’s)

Both Moore and Klymasz present somewhat similatesys of classification, meant to define

the oftentimes ambiguous (and at times contes&afionships between cultural conservatism
and change. Both designate three levels of adhetenar distance from what a group might
consider traditional form and representation. BhilevKlymasz discusses his three categories in
terms of the persistence of ethnic identity overetias seen through cultural productions, Moore
tries to shift our discussion of these processa® the cultural texts themselves to the
relationship between the artist or individual aigldr her culturally and environmentally

specific knowledge of tradition. These classifioat are helpful, not because they lay out a neat
plan for how we can label any given artist or tr@kws/he produces, but because they help
advance our understanding of the relationship batveantinuity and change by recognizing that
definitions of tradition can be broad, encompassiivgrsity and affirming belonging equally

across the spectrum.

As we will see musicians and artists themselveagionally express discomfort with
categorizing their music and performances. It aatelmpting to ignore or discard ambiguity in
this area in order to apply a rubric for claritydasiassification, but doing so can lead to
misunderstanding. In particular, | have found thathighest degree of reflection or hesitation
has arisen out of conversations about whether & $amusic should be considered “traditional
music”. This could be a consequence of the categbimaditional folk music implying

something akin to Old World music, or a categorynoisic which does not generally allow
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much room for creative interpretation but ratheoyenconventional renderings of tunes and
repertoires. In speaking with musician Amy Boxridat the two bands she played in,
Hutenénny and Scandium, she had this to say aljneiservationist approach to traditional
music: “That’s how a lot of people feel about muaal | appreciate it, too, but that’s not the
kind of music that we do—in either group” (intemieMay 8, 2010). Granted, discussing a
preservationist attitude is not the same as crgatitnaditional rendition. Amy was careful not to
attach the label “traditional” to the band Scandilmown for its more creative approach to
northern European music, but more open to discgdsiitenénny’s “straight forward

presentation” as traditional, though with some fjication.

In my discussions with musicians regarding theiti@hl or innovative nature of their
work, we see some reflection of the issues folkldbian Ben-Amos has discussed regarding
how folklorists have fallen into the trap of ardgrapplying scientific classification systems to
cultural practices: “[folklorists] attempted to cigge folk-taxonomic systems which are cultural
[sic] bound and vary according to the speakers’ cognilystems into culture-free, analytical,
unified, and objective models of folk literaturd8gn-Amos 1976:216). As Ben-Amos argues,
categorization must be flexible and “combine thgrotive, expressive, and behavioral levels of
genres in each culture” (Ben-Amos 1976:237). Clasdion, however, is important to our
ability to discuss cultural and ethnic patternsyéweer, so | do rely on some amount of
categorization in my discussion of Norwegian Amani¢olk music. | will periodically refer to
the permeability of the categories | employ in myglgsis and, for the sake of simplicity, will
frame my examples in terms of Klymasz’s three lay#aditional, transitional, and innovational,

highlighting the category or categories that eatistaor group might best be described as. In
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this sense, categorization is simply a way of brigdo the fore the diversity of ways in which

an ethnic group can enjoy the continued processtmllating its identity.

Traditional Layer of Norwegian American Folk Music

As | discussed in chapter 1, the words “traditiant “traditional” are at once useful and
problematic when discussing folklore. Though tleddfihas for some time recognized that “all
tradition is change,” in the words of Swedish foli$ts Barbro Klein and Mats Widbom (1994),
common usage and understanding of these words isoesetontradicts this view. In its most
misused, often colloquial moments the word traditan be invoked as a synonym for words
like “unchanging” or “old-fashioned,” but is pertsamore often used to describe a perceived
core set of cultural practices or traits that hbgen handed down, which also serves to reinforce
a false dichotomy between tradition and modernitgi@nge. It bears repeating, then, that when
describing examples of traditional Norwegian Amanid¢olklore | do so while recognizing that

traditional performances are continual reconstamstiand interpretations of the past.

The band Foot-Notes of Decorah, lowa is one ottbarest examples of active,
traditional Norwegian American old-time music bamdshe Upper Midwest. Best known for
their largely locally-derived old-time dance musgpertoire, the trio of Beth and Jon Rotto and

Bill Musser have carried forth a local body of ntusbom native Spring Grove, Minnesota
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fiddler William Sherburne’s days to tod&yBill, as he was called, was born in 1903 into a
family of fiddlers and came to be one of the bestvin old-time fiddlers in the state of
Minnesota; he was even invited to play in Washindd& for the Smithsonian Festival of
American Folklife in 1974 and again in 1976. Shenle, of Norwegian, “Pennsylvania Dutch”
and English parentage, began performing in the 4@2d played regularly at barn dances and
house parties as a young man. However, as was corfanold-time musicians in the rural
setting of the Upper Midwest, he was compelledaketa break from his performance schedule
in the late 1930s to concentrate on making a liga@ farmer to support his growing family. He
resumed playing the fiddle in the 1960s and was lreswvn locally for holding regular public
dances in the old two-room schoolhouse in thesltthmlet of Highlandville, lowa with his band,
The Bill Sherburne Band, also affectionately knasgrthe Spring Grove Symphony. Though
Sherburne died in 1991, his musical successor, Betten Rotto and Foot-Notes, have
produced four albums featuring local mugdtagt Stepg1992] andHighlandville Dancg1993]
were released on cassette and are out of edprah Walt41996] andMy Father Was a
Fiddler [1998] were released on CD). Foot-Notes alsodilly on the monthly dances in the
same Highlandville schoolhouse in addition to pigyior local and regional festivals, weddings,

and other private dances.

86 Mandolinist and vocalist Jim Skurdall also playeith Foot-Notes until 2008, when he married a Nagiaa
woman and moved there with her.
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Figure 8. Bill Sherburne, date unknown. Used wighnpission, Robert Andresen Collection,
Mills Music Library, University of Wisconsin.

There are some ways in which Foot-Notes might assified as contemporary in their
approach to Norwegian American folk music rathanttraditional. For instance, the gender
component is a distinct departure from the estadtigpattern of Norwegian American bands
featuring male fiddlers. This chapter featuresahwe®men musical artists in contrast to the three
male musicians discussed in chapter 3, which seoveighlight a significant shift, not only in
attitudes regarding the instruments men and wormeerecouraged to pick up, but also in terms
of the ways in which musicians are reflecting comerary gender roles and values. This
cultural shift is demonstrated in an amusing anexffom Beth Rotto about how her working

relationship with Bill Sherburne got off to a rocktart.

Foot-Notes’ connection to Sherburne’s legacy begaen, after becoming interested in
learning more about Norwegian American folk musanf northeast lowa, Beth Rotto received a

grant from the lowa Arts Council to apprentice wgherburne and learn his repertoire. (In 1991
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she formed Foot-Notes and since then they have flagimg a mix of Sherburne’s repertoire
and Scandinavian folk tunes on local, regional, matibnal levels.) Though the Rotto-Sherburne
apprenticeship was clearly successful and hasteesul a wonderful asset to the cultural
continuity of the area, Beth recalls difficultiesrolved in getting Sherburne to take the project
seriously. Initially, Rotto would arrive at Bill $hburne’s house to practice only to find him half
paying attention to the lesson he was supposed tpving her, keeping the television on in the
living room, and generally not showing much enthssi for the project. After a while, Beth
decided to invite her husband, Jon, a guitarisfh@ko one of the lessons, which proved to be the
push Bill needed to take an interest in passirgrtiusic along. Whatever Bill Sherburne’s initial
thoughts were about working with a female apprentiis attitude clearly changed once another
man entered the equation. Though Beth Rotto’s éxpes with Bill Sherburne represents a clear
generational difference and clash of musical gendems, the other women profiled in this
chapter, Amy Boxrud and Kari Tauring, also représlea same cultural shift as Beth. Together
they exemplify the progression our culture has nise@nd the strongly defined gender roles

carried over from the pioneering generation.

While Foot-Notes do represent a shift in the old®rventions of Norwegian American
folk musicians in terms of gender, the band’s wisrélso clearly rooted in retaining the
community bond and music of an earlier time. Footds do this by keeping Bill Sherburne’s
repertoire alive and well in the community in whitlnce thrived, and by continuing to
perform this local music in the context of the Hagidville schoolhouse, a setting which recalls
Bill Sherburne’s own performances there as wetheascommunity’s history. In addition to
maintaining the Sherburne repertoire, Foot-Note® lgerformed tunes from other local

musicians of the past, such as Alfred Blegen, GerBairgess, and Gust Ellingson. Many of
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these tunes were passed on to Foot-Notes by dasgtite used to accompany their fathers

(Beth Rotto, email correspondence, November 253201

Foot-Notes have long been noted as tradition&lrfalsic representatives of the area as
well as the Scandinavian immigrant community tiedtiesd in the state of lowa. In 1996 they
performed at the Smithsonian Institution’s Festmahmerican Folklife in Washington, DC (as
Bill Sherburne had in the 1970s) as well as theivf lowa Folklife. In 2008 they again
journeyed to Washington DC to perform a concegpas of the “Masters of Tradition” series on
the Millennium Stage at the Kennedy Center forReeforming Arts, and they have been
featured in numerous radio programs and articlesitatihe Norwegian and Upper Midwestern
folk music traditions. Their reputation as a NorveegAmerican folk music band, in other
words, has been well documented and clearly estedai but within the Decorah area in
particular they have proven to be valued leadecsiitural continuity through their regular
performances, their aloum productions, and thatigjation in the musical and cultural life of

the community?’

At his Presidential Invited Plenary Address to Ameerican Folklore Society’s Annual
Meeting in 2009, Roger Welsch offered up the foilggthoughts on how to identify a folk

music band that lives out the processes by whilkoi@ is made:

87 Individually and informally Foot-Notes, in coop&om with Vesterheim Museum, also participate il an
occasionally help to organize workshops and comtyuaincerts featuring Scandinavian and Scandinavian
American musicians who travel through the aread8auch as Kaivama (a Finnish-American duo from
Minneapolis), Kvarts (a Norwegian folk band), aném (a Swedish folk trio) have recently performegdhe
Museum and Foot-Notes are often involved with thiits in some capacity. In addition, for sevemdrs Beth
Rotto and another Decorah fiddler Ann Streufertehid and taught workshops to a group of intergsitaral
fiddlers, who then perform the tunes they learméart at a fundraising holiday concert called Bogrisright. The
ages range from about 8 to 80, according to Beith they always include Scandinavian tunes in thifopmance.
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When | worked with the Smithsonian’s Festival oa Mall, Old Ways in the
New World, to find typical, traditional German band quickly developed a
shorthand method for determining what | was looKorg | would ask the band to
play what they had played at the last wedding thilayed for. If they said they
didn’t do weddings, just performances of strictiditional, authentic folksongs, |
moved on. That's not the way folklore works. | leokfor the band that didn’t
quite understand or even resented the wimitsmusic And they would play

“Der Hinkel und die Ginkel” for me—"“The Rooster atite Hen,” truly an old,
traditional peasant dance song, and then “The Bkie Waltz” & la Lawrence
Welk, and then explain perhaps that they alwayseéiide evening when the kegs
were empty by closing with “Goodnight Iren&hatis how folklore works.
(Welsch 2011:21)

Though Foot-Notes have never been primarily a gp@g®rmance band, my vision of them
certainly positioned them on the traditional endha&f Klymasz spectrum. Recently, however,
Beth Rotto offered a more nuanced view of theircbiana brief discussion | had with her. Sitting
outside Decorah’s Oneota Food Co-Op where Beth svonle sunny summer afternoon, |
mentioned this spectrum of Norwegian American folksic and she offered the following

thoughts on where she thinks Foot-Notes fall:

Beth: Yes, we've been traditional and I've triecct@annel Bill Sherburne a lot of
the time, especially out at Highlandville, but moeeently—especially without
Jim [Skurdall, former mandolinist and vocalist] &efl’'ve had a chance to play
with different people who have been an inspiratidike-workshops at Nisswa
and stuff—I've found inspiration from some of thandls doing crazier stuff, so a
lot of times as the night goes on we get a litthzier sometimes, and depending
on the group, actually. ... If everybody seems tgdneng and wild we might ...

Anna: [Chuckles] Shake it up a little?
Beth: ... yeah, rock it up a little bit. (Interviewugust 23, 2013)

“Rocking it up a little bit” might mean straying ay from the Sherburne repertoire and into the

realm of contemporary Scandinavian artists as sf@ions, but it also means they adjust the
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band’s sound to reflect a more contemporary feeBdth’s words, they begin to play “Heavier
guitar, heavier bass. | play the ... same old stufftttsually Jon [Rotto, on guitar] and Bill

[Musser, on bass] get a little more funky.”

When Foot-Notes first began playing at Highlan@yihowever, long before their
experimentation with a more youthful sound cameugl®eth quickly recognized how the
preferences of the dancers worked to shape thecatusadition she herself was trying to carry
on. Beth came to her apprenticeship with Bill vatfong ideas of the types of melodies she
wanted to learn, though she recorded a full rarddgiliés tunes and performances for the
purposes of accurately learning his fiddling styfeessence, though Bill always began his
Highlandville dances with a healthy number of tvieps, Beth was less interested in learning
these tunes. “I didn’t really want those at thateti That was not my thing, to learn two-steps. To
me that wasn’t Norwegian and | didn’t really wamat” She quickly learned, however, that the
older dancers who frequented Bill Sherburne’s perémces at Highlandville had strong
preferences of their own. “Then the very first dame@ played out at Highlandville without Bill,
just our band, there were some old people thahsagntire night and they didn’t get up except
for the one or two two-steps that we played thghhand then they danced those and then they
sat right back down and | thought, ‘Ok, if | wamtyeof these old people to come I've got to play
two-steps or they're never going to come again.Sa.l got that the very first time | played on

my own.” Of course Foot-Notes’ set list has conéidwio change since they first began playing at



131

Highlandville 28 they learned an early lesson about how influethi@ldancing audience can be

in the shaping of a local musical traditiéh.

Another way in which Foot-Notes differ from a maeact reproduction of traditional
folk music events from the area (in other words,whay in which Bill Sherburne and his band

performed) can be seen in the contextual featurdeed dances at Highlandville.

Beth: When | would sit and play with [Bill's bandflidn’t know [that] anything
was happening. You'd just sit around and all ofidden Bill would go, “G,” and
he’d start playing something and the band would hikp in and start playing.
And then you were done with that one and thenvallild look around and he’d
go, [whispers] “Sit down. Sit down.” And what was talking about? “Sit down.
He was always talking under his breath and ... heladvoften play three in a row
which was the old-fashioned way, you know, threéizea and then three of
something else—so at the end of three he’d siethed go, “sit down” and
everyone was just standing around talking ...

A: He was talking to the dancers?

B: Yeah, but under his breath. He was mumblingthed when they didn’t—

then finally, he’d sit there for a long time, ... ane who was there knew what
was going on. Obviously they’re not going to sitwthoso eventually he’d switch
to playing something else. But there was a lotpaice between dances. Our pace
is definitely to keep ‘em comin’ and then to takedks. | don’t remember them
taking breaks exactly but they had long spacesdmtwunes so it was a slower
event. But the music was similar.

The atmosphere at Foot-Notes dances today istsdtllof a casual dance, but with the pacing and
feel of a contemporary musical performance witledibsets rather than the slower pace of the

earlier dances which Beth describes here. The éf@t is back-to-back dances until the band

88 Beth Rotto comments on the nature of their evgvigpertoire: “Our set list has changed and expauoder the
years to include many times the number of tuneiswiegplayed at first. Each season (year) we teratitbseveral
new tunes, drop some we are tired of and reviveesalidies” (Beth Rotto, email correspondence, Noven2b,
2013).

89 |n the next chapter | will discuss how current iyger dancers continue to influence the charactEoof-Notes’
dances, particularly at the Highlandville schoolseu
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takes a longer intermission-like break before rehg to play another set. Bill's style of playing
short sets of three like dances at a time andtdideng a short break before playing another set
of three may very well have mirrored the houseypgatherings of his youth, establishing a

slower pace but more than likely lasting into thea# hours of the morningy.

So, while at times Foot-Notes fall very clearly it the traditional folk music camp and
at other times they veer toward a looser interpietaf old-time music depending on the nature
of performance and the make-up of their audiertbese is a clear lineage of tradition based in
the Decorah-area community. Other bands displamidas pattern of blurring the edges of
traditional and transitional, such as the groupadanny from Northfield, Minnesota. A loosely-
formed group, Hitenanny’s membership arose out@Northern Roots Session, a standing
Nordic folk music jam night at the popular Northdigoub, The Contented Cow. Amy Boxrud,
fiddler and member of the band, describes Hutenasrgtraditional Scandinavian folk music
dance band. The group’s website categorizes itscransl approach in this way: “Start with a
hootenannyan old country word for a folk-music party. Addeopart pickled herring, one part
salt licorice, and a dash of good strong coffeeirPwer ice, shake well, and you've got

Hutenanny—served up for your listening pleasdtdrivoking the Scandinavian and

90 Beth Rotto offers another explanation for the shets of three tunes: “I've heard another possibipparently
at some of the dance halls the actual dance fl@srfenced off. You could sit and watch from outshiefence, but
to dance you had to pay a nickel (or whatever g)w@hat bought you three dances of the same Kineln you had
to clear the floor. Then they took admission far ttext set” (Beth Rotto, email correspondence, Niber 25,
2013).

%1 From Hutenanny’s website: http://northernrootslmutenanny/. Accessed October 26, 2013.
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Scandinavian American love for pickled fish, bldickrice and strong coffee, Hiten&nny clearly

knows its target audience.

Even the name of the band adds an interesting 8wanan flavor by adding a couple of
umlauts to the American “hootenanny,” a term withawn unique history in American culture.
The origins and original meaning(s) of hootenanmyumclear. In a piece written favestern
Folklorein 1965, Peter Tamony chronicles the usage ofwhisl in America, beginning with
elements possibly taken from their English con{egallihootin’, scallyhootin’, skyhooting,
skyhoodlin™) (169). For some time hootenanny functioned aalkpurpose word akin to
“doohickey,” “thingamajig,” and the like, generallyeaning a small object for which a person
has forgotten (or was never familiar with) the nafe discusses the various regional meanings
for the word, such as “a small device which hetaiass-cut saw in the woods” in the Pacific
Northwest, an old, junk car or jalopy in Oklahorog;an impromptu party” in the Midwest,
among others (168). Then in 1941, Pete Seeger awdiyWGuthrie, members of the folk group
The Almanac Singers, became aware of the word vpleittorming and traveling in the Seattle
area where it was used to describe the local gatieethere. After returning to New York they
used hootenanny to refer to weekend gatheringsiiging and music-making, charging
admission to pay the rent. The popularity of thegents grew over the years, occupying
increasingly large spaces after World War I, fipanding up at Carnegie Hall, and securing the
place of the term hootenanny in leftist Americamcleils as meaning a “gathering of those

interested in folk song at which several singeng $blk songs.*

92 Northfield is about 45 miles south of the Twini€#, Minneapolis and St. Paul, and is home to thewvsgian
American Lutheran college, St. Olaf.
93 Definition fromNew World Dictionary of the American Langugd@59) as quoted in Tamony 1965:166.
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With meteoric rise of folk music in popular culturethe early 1960s came the
introduction of a musical variety television shoalledHootenannywhich enjoyed only a very
short run of a year and a half on ABC starting93. Filmed live on college campuses across
the country, the program mixed humor, folk musitd éhe biting satire of the Civil Rights era,
broadcasting directly into mainstream American henidough the show garnered a fair amount
of popularity and helped launch the national car@éseveral little-known artists at the time
such as Joan Baez and Bob Dylan, the arrival oBtitesh Invasion in 1964 brought an abrupt
end to the show. Other productions claimed the vimo@tenanny as a title, including two
magazinesHootenanny: The National Folk Singing Magazibegun in 1964, andBC-TV
Hootenannya magazine which profiled the singers and graups performed on the television
show, running for the duration of the program. Weed hootenanny, then, connotes the
homespun and spontaneous nature of a gatherimdkahiisicians, but it also embodies some of

the elements of the folk music revival of midi2€entury popular American culture.

Somewhat fitting given the legacy of its name, tltee Northfield based band
Hutenanny does not get together for formal prastiBather, they convene at the Contented
Cow each week and make appearances at local dhegtare asked to play for. | asked Amy if

they experience a lot of fluctuation in the grotye do,” she replied:

... and that's part of what makes it work. ... One nidldat a lot of us are
comfortable with is just the extremely unstructuneadel where you get what
you pay for. We don’t charge for our performand#'s. ask people to make a
donation to the food shelf usudty... but we let people know this is a casual
group and then we just sort of send out a note kypow, we've been asked to
play here, on this day, how many of you can mak&\e make sure we have

94 Recent correspondence with Amy Boxrud has revehl@dmembers of Hltenanny have not recently bedmei
practice of asking for food pantry donations inlgf payment. Instead, if they are paid at alltf@ir engagements,
it is generally to defray the costs of transpooatiAmy adds, “We also play some events at no ehditge a Sons
of Norway fundraising breakfast, where we playsxotenge for breakfast, and the Valley Grove CouBtigial,
where we play for free” (email correspondence, Dewer 16, 2013).
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enough melody players to cover the melody and Wehave some rhythm
players and we keep the arrangements simple ertbagho one’s gonna really
be thrown. We do some very simple arrangementseneill do a medley of
two tunes and have a little transition, or we migéwe a particular intro that we
all are expecting. But for the most part it's vemgnageable. And we don't really
rehearse we just play in this public setting. (iwew May 8, 2010)

This loose and casual membership may well be ssam#odern reflection of gatherings of
musicians who would come together for house paiesery dances or barn dances in the rural
Upper Midwest from the time of immigration up irttee late 1920s and early 1930s. Whoever
played an instrument and wanted to perform woutthstip to the party and play with the other
musicians. A hat might have been passed at thésergays to compensate musicians, but they
also commonly played for their dinner (a midnighpger) and drinks. In Hltenanny’s case they
at one time asked their audiences to make conibitgito a local aid organization rather than to
themselves, reflecting the mutual aid that hahdslly been associated with local and
neighborhood dances. Farmhouse Fiddler&hilip Martin notes the importance of “bees” (also
known as “exchange work” or “neighboring”) in rutdpper Midwestern communities. “Jobs
too big or too boring for a single family seemedlydy with many extra hands to pitch in and
pass the time. These were social occasions asoftelh followed by music and a dance when
the work was done” (Martin 1994:47). This same ef@ss within the neighborhood was
expressed when families went through times of reeédss as well (Martin 1994:50). In both the
region’s historic traditions and in the contempgreaise of Hitenanny, no regular or formal
practices are held, compensation is minimal, déffiéicombinations of musicians might be seen
at each neighborhood celebration, and simpler geraents of the tunes are favored over more

complicated variations.
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Amy describes Hitenanny’'s audience as “ready-mdé@leey want Hutenanny because,
... of course you like vanilla ice cream becauseghahat you grew up eating ... . | think
there’s a ready-made audience for Hitenanny because what people expect when they
think of Scandinavian folk music and it's danceatils toe tap-able and it's the same—it
sounds like other groups” (interview May 8, 20INe familiarity with the traditional
Scandinavian folk music sound, the easy-to-dancbytthms, and the similarity of the group’s
repertoire to other Scandinavian folk music groopsbine to make this a very popular and
fairly well-known group not only in Northfield, binn Minneapolis where they also occasionally
perform. These characteristics, danceable musiégtiamiliar and similar to contemporaneous
interpretations of the tradition also reflect anieamovement of popular Norwegian American
dance music bands and house parties towards a“fmericanized” sound. Philip Martin
expresses this familiarity and recognition of athfec” sound coupled with the natural results of

musicians and audiences becoming exposed to papulsic over time:

To a modern-day native of Norway familiar with tlcauntry’s extremely rich
regional folk music traditions, the Norwegian Angam repertoire sounds
thoroughly American. The percussive banjos andgsgriunk and pound away,
the rhythms are heavily accented, the tunes sedyrsimgple. Paradoxically, to an
American this music sounds Norwegian. The tunesrargtly unknown and have
names like “Pete Peterson’s Schottische” or “Ivémstad’s Hoppwaltz.” The
Norwegian waltzes have a lightness unlike the Acaeriold-time waltz. Polkas
have an unaccustomed bounciness. And so on.

The music is, in fact, something in between. {isrid nature reflects the
history, values and special needs of a particulaug of people: the Norwegian
Americans of the Upper Midwest. For these people music is just the right
blend. It allows them to be Norwegian in the seths¢ they recognize through the
ethnic elements of the music that they still belongome way to a Scandinavian
culture both ancestral and contemporary. Yet adhemnents embodied in the
traditions of the music allow them to be Americtog, with little sense of
conflict of separateness. (Martin 1998:264)



137

As Martin does in the passage above, Amy notedrireaime ways Hitendnny expands its
traditional sound a bit by including a slightly reggrominent rhythm section than a more
traditional Scandinavian band would normally haidiitenanny] has a real strong bass, and it
has a real good rhythm section so | think peo@paed to it for that reason because they think
we sound good, but really I think they like thethm section and there’s some freshness to it.”
In both cases an appeal is made to the audiensese ©f tradition and appreciation of the
familiar, but Hitendnny—and other Norwegian Amemitands before them—also works to
introduce a certain amount of originality to thaditional to reflect the current musical landscape
in which their audiences are immersed; to keep tilenested. They do this in such a way that,
as Amy suggests could be the case, the audiemct eés/en aware of what it is they are

responding to.

Still, because of the group’s casual approach tmibeeship, rehearsals and
arrangements, it does walk the line between tltktibaal and transitional camps. Amy reflects
on the distinctions between the music that Hitepdnakes and that of groups that take a more

traditionalist approach:

| have a healthy respect for preservationism. .ndvk a lot of musicians who
really do that well. Well, it's like that piece thae had rosemaled [gestures to a
nearby buffet in the living room painted in a ttezhal Telemark rosemaling
style]. When | sent it off | didn’t want it to loaknything but traditional when it
came back. | wanted it to look like that. | didwéant [the painter] to take a lot of
liberties and, you know, invent her own style afemaling. ... You want it to
come back as a piece of Telemark rosemaling. Aatisthow a lot of people feel
about music and | appreciate it, too, but thatsthe kind of music that we do. ...
We wouldn’t fall into the preservationist campsiteally interesting, though; a
lot of the people that play in Hitenanny are natlyeScandinavian and that is
pretty interesting. | think that's unique. (Inteewi May 8, 2010)
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So, one can see some amount of variation and ampigwhat individuals consider
“traditional” and “transitional”—not to mention “pservationist,” which should not be conflated
with the traditional. All this suggests that altighuthese terms are helpful in describing general
trends in the continuance of ethnic folk music poshnigration, they should be considered fluid
and flexible descriptions rather than immutablegaties. In addition, these examples
demonstrate how even popularly regarded traditifoialmusic groups and musicians succeed
in introducing some changes to the tradition ireottd keep their sound current or conform to

contemporary audiences’ expectations.

Transitional Layer of Norwegian American Folk Music

Some musicians and groups working within an ethmisic tradition are driven to creatively
interpret folk music more than a traditional regm@stion might do in striving to preserve a
particular style or sound. Klymasz describes thaditional layer as that which reifies certain
traditional elements within a culture at the exgeofothers, though one occasionally finds
instances when this effort may or may not reflaetdame elements that the larger ethnic

community collectively chooses to reify or cast off

Of course innovation and experimentation with soisnabthing new among Norwegian
American folk musicians. From the very beginning\Megian immigrants were confronted with
a multicultural environment in America, an integpatthat permeated their lives, including the
music they made. For some time the changes matie tepertoires and styles of the first and

second generation immigrants’ music could be slyitdbscribed as transitional. “Rural
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neighborhoods by the early 1900s were likely totaionat least some mix of ethnic groups ... .
The mingling was typical of the Midwest. With a dde be neighborly, the ethnic mixture
encouraged attitudes of sharing, helping, jokimgl jst being friendly for which the region is
renown. ‘Oh, yes, the Germans used to come toNamyjegian families’] house parties. And we
went to theirs. We didn’t speak the same langulagewe all enjoyed the music and the
mingling. Their music was a little different fronuis, but we enjoyed it just the same’™ (Martin
1994:47, quoting Jacob Varnes, fiddler). Havingamon familiarity with some pan-European
music and dances like the polka and the waltz betwesighbors in a multiethnic community
created a natural bias towards maintaining thesediss. Conversely, the extremely regionally
and locally specific dances and melodies, by vidiieir uniqueness, were less likely to be
maintained. Over time, although popular Americarsimbegan to trickle into the old-time
music sound of the Upper Midwest, certain traittheftradition were maintained such as the
repetition of melody sections, melodies played single key, and a melody range that is

interchangeable between the violin and accoréfion.

Some Norwegian American folk musicians today alevang in this tradition of mixing
the folk music of their heritage with contemporatyles and a mix of ethnic tunes, but there is
still a strong inclination to hold onto what is stered traditional and authentic. The band
Scandium from Northfield, Minnesota provides insigtto how the transitional layer can be
expressed through ethnic folk music. Amy Boxrudpa member of Scandium, serves as a link

between it and Hitenanny and offers up a uniqugpeetive on how the differences in the

9% See Larson (1975:58-79) for a specific musicalyaigmof Scandinavian—American folk dance musiarfrthe
perspectives of form, rhythm, melody, and harmony.
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bands’ approaches fit within the ethnic folk mustenmunity while also challenging some

conventions of a more traditional sound.

Borrowing its name from the chemical element, Saandvas made up of five members,
two of whom claimed Scandinavian herit&§&hey playfully described their music as
“elemental music with Scandinavian and Americartsband expanded on this on their website:
“Scandium often begins with a Nordic folk tune—saimes old, sometimes new—but soon find
themselves ‘coloring outside the lines,” allowirntger folk influences to infuse their
arrangements? Amy explains Scandium’s approach to Scandinawé#rhusic in contrast to
Hutenanny’'s: “The music that we play in Hiten&dmnynuch more traditional and just more of a
straight forward presentation of the music. ... Amdu&lium has never really put much effort
into a traditional presentation” (interview MayZ)10). Scandium’s sound, however, though it
was certainly much more contemporary in nature pdidchallenge a modern, more general
definition of a folk music band. The approach te thostly traditional tunes they played was
admittedly more complicated, including artful agaments as opposed to the simple, more
accessible approaches of a folk dance band likendiifiny, but most of Scandium’s
experimentation still came from variations on alitianally Scandinavian folk music chord
progression and an even more prominent rhythmaectihey were still undeniably a folk music

band that folks could still dance to—just not acsity traditional Scandinavian folk music band.

% Amy played violin and provided vocals, Les LaCroix guitar and vocals, Glenn Lee on accordion, Gord
Oschwald on bass, and Anna Lisa Rustad on violin.
7 http://www.scandium-music.com/. Accessed on Oatdl3e 2010 (website is no longer active).
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Although Amy eventually made the decision to le@eandiunP® was never replaced,
and the band is not currently actively performimgpins the ranks of folk music bands that are
oftentimes, but not necessarily, made up of Scawitim Americans and who turn to
Scandinavian sources of music rather than, or ditiad to, Scandinavian American folk

traditions.

In one sense the distinction between drawing fromotly Scandinavian American or
Scandinavian traditions seems artificial becaustwhcally there has been a fair amount of
overlap between the two categories. As Janet Kvaoodered in her thesis research at the
University of Missouri, many of the tunes that deln@nd musician LeRoy Larson collected
from Norwegian Americans in Minnesota in the 19W/@se recognizable in whole or in part by
Norwegian musician® This is not to say, however, that these songs wecessarily
Scandinavian in origin—in fact, many were identifies popular dance melodies dating from
roughly 1880 to 1920, which most likely experiensethe amount of inter-European
disseminatiort®® Nevertheless, while Norwegian Americans view thadetime dance melodies
as traditional and representative of their immigarture, Norwegian musicians and folk music

lovers do not generally prize this popuimmaldansnusic as highly as the bygdemusikk from

%8 Amy explained in an email that her decision tovée&candium was based on having less time to dévdke
ensemble, as well as higher pressure performamtesh eventually outweighed the enjoyment she gohf
performing in the band.

99 Out of all the melodies LeRoy Larson collectedii dissertation (some of which were duplicate migls, had
already been identified, or were known to have beetten in the US), Kvam played recordings of 18dlodies to
seven Norwegian musicians to determine how mangsuvere familiar to them. “Seventy-one melodie$p5®ere
recognized completely or in part by one or moréhefinformants. Ten were recognized by all therimfants. Most
of the melodies (22) were identified as being Nagiae in origin, but thirteen were identified as Sleh, two as
German, and twelve as either from Norway or SwedEnam 1986:143).

10010 Julane Beetham’s 2005 thesis (49) and in LbK@6l12:240), the statistic is that roughly tengeent of the
tunes Larson transcribed were Norwegian and ant¢negpercent were Swedish. Larson’s own dissertatio
estimated that, at the time (1975:xi), about tlkeintpercent could be identified as being NorwegiaBweedish in
origin (eight and seven melodies, respectivelyyesa factors might count for the discrepanciesfbbetween
these three results, including misidentificatiorsionilarity of melodies recognized by the Norwegrauasicians in
Kvam'’s research, overestimation of how many melodiere attributable to Scandinavian American saubge
Larson, Beetham, and Lornell, reverse migratioBadndinavian American tunes to Scandinavia, etc.
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particular regions and valleys (Kvam 1986:144)ll,Stom the diasporic perspective the most
traditional repertoire of Norwegian Americans isapartially a shared repertoire with
Norwegian folk musicians and the sounds of NorwegiaScandinavian gammaldans are not so
radically different than a Scandinavian Americad-tine tradition, particularly if played in a
more modern folk music style with more ornamentatiad a heavier emphasis on the rhythm

sectionto!

In Scandium’s case inspiration was gathered fromesoporary Scandinavian folk music
artists such as the Swedish bands Swap, VasenamatiR. Amy recalls there was no specific
target when they went out in search of tunes theylavlike to incorporate into their repertoire;
they simply incorporated tunes that they liked &nd time to time they would even closely
cover another band’s arrangements of a song ifwresg really drawn to 92 Both Amy,
personally, and Scandium as a group were drawarttemporary Scandinavian interpretations
of older folk music traditions, an approach that hat always been expressed so distinctly in
traditional representations of Norwegian Americalik inusic. For bands that have built strong
reputations for consciously carrying on Norwegianekican folk music traditions, such as Foot-
Notes, adherence to a local ethnic music tradiioa particular repertoire, at times, precludes

the inclusion of more diverse materials and melmd@hen pressed to identify any other bands

101 1n addition, it is also possible that younger andies, having not necessarily grown up surroungietiése old-
time Scandinavian American repertoires but insseadperhaps more familiar and comfortable with eprgorary
folk music sounds, may not be as attuned to tHergifices between Scandinavian and Scandinavianiéaner
repertoires or stylistic traditions when they al&ypd by bands or musicians who have a more maitmmd.
Increasingly, we even see Scandinavian musiciad$ands such as Jukka Karjalainen (Finnish singer a
songwriter), Arto Jarvela (Finnish fiddler) and Kiga(Norwegian folk music quartet) making contadhvand
becoming interested in Scandinavian American follsimto varying degrees as well, which providesiaaolevel
of complication and interest to the mix. This iea@rea | have not delved into in my research, thitlwvould be
interesting for scholars interested in the intetisas of continually evolving ethnic identities Aimerica and
modern ethnic folk music sounds to pursue.

102 Amy is personally fond of older Scandinavian bddland Norwegian ballads in particular after stngdyi
Norwegian language as an undergraduate at StGol&ge in Northfield.
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in the area or the states that played with tragdticounds in a similar way to Scandium, Amy
could not name an{f3 Scandium seemed to be forging a unique path ietti@c music
community of the Upper Midwest, drawing much ofithiespiration from and modeling
themselves after modern European interpretationddef traditional music from all over

Northern Europe.

For a time, then, Amy was able to strike somewlhatlmalance between a relatively
traditional outlet for her music through Hutenarmamg a more non-traditional or modern
interpretation of Scandinavian folk music througtaisdium. The bands’ audiences also
reflect(ed) these categorizations. While Amy ddwdiHuten&nny’s audience as “ready-made”
and comments on their fans’ familiarization witle thcandinavian dance music they regularly
play, she referred to Scandium’s fledgling fan baséeing less familiar with the old
Scandinavian standards. “When we do play | see sditie2 same faces in the audience and
they’re not people who would have gone to this Noright, they're not interested in Nordic
music necessarily. They're approaching it froml&,for pop or just sort of ... something they
want to listen to.” Whatever the audience membaivations, Amy believes Scandinavian
folk music bands are becoming more visible on tile fhusic scene, potentially attracting

audiences who may not have a connection with digoar affinity for Scandinavian culture or

music.

| do [feel there’s a growth in popularity]. | juigtel like there’s so many good
bands—and I'm not talking about Scandium, I'm tatkabout the bands that are
influencing us, those that are based in Scandinajuat feel like there’s such a
renaissance or a resurgence and there’s so mectt sadd it's so appealing! And
| feel like, well, of course | say that becausavé a Scandinavian background,

103 |ndeed, in an email exchange with Amy in the spon2013, after Scandium disbanded, she mentitaicshe
was still not aware of any bands that remindedofi@candium’s sound.
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but ... I really like Celtic music, too, you know. ¥aon’t have to be Celtic to
appreciate it and | think you don’t have to be $iiaavian to appreciate the
appeal of it. (Interview May 8, 2010)

With increasing interest in Scandinavian cuisingture, literature, and societ{! it seems

natural that some interest spill over into broaddtural representations such as music. Indeed,
ardent fans of folk music might hear of Scandinaagtists and read reviews of recent
Scandinavian folk album releases on a regular blasisigh publications lik&ing Out!'% and
folks who have personal connections to, are paudi&icandinavian folk music, or who simply
live in an area heavily populated by ScandinaviameAicans may also be well versed in the
offerings of contemporary Scandinavian folk artist® tour the US and put out regular albums.
However, it should also be noted that no real follsic analog has made its way into American
popular culture or gained a significant amount efdna attention, which prevents a comparison
of Scandinavian—Ilet alone Norwegian—folk musictte prominence that Irish or English folk

music has enjoyed in this country.

Amy Boxrud’s experiences in Hitenanny and Scandwefiect the range with which
Scandinavian American musicians today, who are b@@ped in the traditions of their ethnic
heritage and forward-looking in their approachraalitional music, are able to balance these

creative impulses successfully. Other examplesideBeth Hoven-Rotto and Bill Musser of

104 There are numerous and very current examplesarfdigavian culture gaining traction in American maeghd
catching the interest of popular culture such asime (for example, the North—Nordic Food Festivald in New
York, http://honestcooking.com/category/north-festi, accessed November 2, 2013), the succese @tthag
Larsson crime novels and movie adaptations amadmgr @candinavian authors, environmental and erissgyes
(for example, using garbage as an energy sourge!/twvw.nytimes.com/2013/04/30/world/europe/ostipes-
with-shortage-of-garbage-it-turns-into-energy.htad¢cessed November 2, 2013), and Scandinavianreaifates
and universal healthcare systems (http://opinianialtys.nytimes.com/2013/05/29/why-cant-americasWweden/,
accessed November 2, 2013).

105 For examples of some recent reviewsSiyg Outlof newly released Norwegian folk music albums, see
http://singout.org/tag/norwegian/. Accessed Novenzh@013.
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Foot-Notes, who also worked to form the band Tullalla plays mostly Scandinavian tunes,
but, because it does not carry the same reperkpgctations as Foot-Notes, the members (who
are essentially Foot-Notes plus musical friendsfandly) are able to exercise more freedom to
expand their repertoire and sound than they wosilBamt-Notes. Their style is still traditional

and very similar to the sound of Foot-Notes, ke [scandium they are turning to contemporary

Scandinavian musicians and sources for inspira@hmaterial.

Figure 9. Tulla members Bill Musser, Jon Rotto,BeRbtto and Ann Streufert, in the Nisswa-
stdémman procession, June 12, 2009. Prohibited ¢amying his bass in the procession due to its
size, Bill delighted the crowd by improvising andyng the “air bass” as he made his way to
the stage with all the other musicians. Beth Ragtalls an occasion when Bill experimented
with resting the bass on a wheel to make it mobiteat was even harder than carrying it
because it wanted to run away and he couldn’t hdidck while trying to play!” (Beth Rotto,
email correspondence, November 25, 2013). PhotbdrgAnna Rue.
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The transitional layer of Norwegian American folkisic demonstrates how
contemporary sounds, styles, and influences makeway into this expression of folk music
and ethnic heritage in America. The fluctuatiorratlition, the position it holds between
conservation and novelty, the desire to hold ontoething familiar and make it new again,
these are forces that are sustained in newer gemey@f Norwegian-American musicians like
Amy Boxrud. The context in which these musiciaresfarging their way through these mazes,
however, is new. Fresh inspiration from a wellsgrai imaginative Scandinavian folk music is
creating new styles and sounds here in the US.efeei attitudes about authenticity and
experimentation could be influencing the succesamdvative approaches, and although the
local bands that engage in Scandinavian folk misie in America are pretty much staying
local, it is possible they could be benefittingnfran increased awareness of Scandinavian
culture from outside the Scandinavian-American camity. So, for as much reverence as
Norwegian American musicians and the community Havé&aditional music and tunes which
are clearly marked as being from the immigrant grexe is also great interest in reaching
beyond these forms to incorporate new, contempaonéeyests into the traditional. Norwegian
American artists from this region are articulatthgse combinations in multiple ways and to
varying degrees and, as we will continue to seeemext section, demonstrate the continued

importance of Norwegian ethnic identity expressedugh music.

Innovational Layer of Norwegian American Folk Music
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If Foot-Notes and Hutenanny generally fall in oanthe traditional end of the Norwegian
American folk music spectrum and bands like Scamdand Tulla venture toward the
transitional category, then one might easily recgyartist Kari Tauring as representing the truly
innovative end. A folk artist working out of Minngalis, Minnesota, Kari developed in 2003 the
practice of staving, or “the act of using the staffrhnythm in song, ceremony and to attain a
seidrstate”—a state of heightened consciousness (Tg@d0a0:5). She is part of a community
reclaiming the Old Norse wontblva staff or wand carrier, also known as a prophatessbyl.
Kari describes her work in the pagan community way: “I am a practicing6lva staff

carrying woman, a holy woman carryif@gn sed(ancient wisdom) of the Indo-European tap
root. Elected through the Midwest Thing in 201@ni the representative theologiarfai sed
and the collective wisdom of our religion ... . Aseaconstructed religion, the Heathen/As#{fu
community looks to me to provide authentic matsraid training in music and dance
appropriate for this religious path and that sethiesbroad ethnic community (so | must be
careful not to be Norwegian-centric!)” (personafrcounication 2012). Kari's personal journey
and her research relating to runes and pre-Christadic traditions have brought her into a
leadership role within the Heathen community arelistthe author of two books which explore
the Nordic roots of her pagan beliefs. The fif$te Runes: A Human Journ@007), integrates
reading and interpreting Nordic runes with Kariegsgonal story and experiences, while also
applying them to contemporary life. In 2010 shetethieVolva Stav Manualhich also

integrates Norse myth and folklore into a moderth p@rsonalized context. She has produced

106 Asatr(i (or Asatru as it is often written in an Asan English context) is generally understood & of
specifically Nordic Neo-paganism, though differemae practices can be found among various comnasdr in
different countries. As Michael Strmiska notes, |“Asatr(i groups are united in attempting to recarstand
reinterpret for modern times the myths, beliefs] folklore of pre-Christian Scandinavia, but théffest widely in
the types of knowledge and assumptions which thiggtio this enterprise” (Strmiska 2000:108).
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four music albums, ranging from folk rock, Pagareéfide musicyolvasongs, and a new album
calledNykken and Beaffinanced through the fan-funding platform, Kickger, including
folksongs and several original poems. She has pdrhese endeavors and her work a8lea

in order to uncover what she calls her Deep Ndriiot. She writes, “Through these decades of
deep scholarship, practice, and performance ofahgs, dances, stories and traditions of my
folk soul I have healed the broken tradition of Widva the staff carrier, for mysel/6lva Stav

is the living expression of this deep root. Thishoma is the beginning record of this tradition”

(Tauring 7).

Thevdlva stauvs a recreated tradition and method Kari uses6tanect rhythmically to
[her] 6orlog ([Old Norse] physical, spiritual, cultural and émamwnmental inheritance that created
and resides within each person)” (personal comnatioic 2012). In 2003 she took part in a
Winter Solstice workshop and at the suggestionaifliague Kari began to beat out the rhythm
of her songs with a wooden staff. Before long shaed a short cross stick to tap against the staff
and this became the rhythmic activity she coinetstving.” Kari likens thevélva konato the
character in the popular Norwegian folksong “Kjega med Staven.” In fact, as she began to
explore her personal connection to runes and pres{n beliefs, Kari experienced a strong
connection to this song and her more recent immtgrast. “It was revealed to me that | could
progress no further in the ancient ways until €grated Immigrant Era songs and their dances. |
also knew that | was being called to reconstruetstaff carrying woman’s tradition at that Jul in
2003. When | looked for confirmation of my path, mgther gave me her copy of Mike and
Elsie [sic] Sandvik’'sNorwegian Song Bodsic]. It opened to ‘Kjerringa med Staven,’ the

honored lady with a staff ... and my name was infitisé verse.”
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“Kjeerringa med Staven,” or “The Old Woman with tB&&ff,” is perhaps known
primarily as a popular children’s song in Norwayislcommonly played to slatt, or Norwegian
bygdedans tune, and one of its earliest recordihgse text is attributed to Ludvig Mathias
Lindeman from the middle of the nineteenth centdfylhe lyrics refer to an old woman with a
staff who lives high up in the village of Hakadabrth of Oslo, makes butter from sour cream
and coffee for her husband. The song was populangriNorwegian immigrants in America and
in 1916 Columbia Records recorded the well-knowmgian American tenor Carsten Woll
performing the song on a 78 rpm record oppositeremgopular folksong, “Paal paa Haugje”
(“Paul on the Hill”). James P. Leary also provided with a photocopy of a poster advertising a
performance by Thorstein Skarning and his bandufeey other performing artists such as the
Rindlisbachers of Rice Lake, Wisconsin, and a womamed Berith Rokstad who was billed as
the “Kjeerringa med Staven,” depicted as a womah wiscarf on her head and a shawl over her
shoulders, hunched over a cane. Unfortunately herabformation is known about this
performance or the woman who played the kjeerringjtldoes represent a relatively early

depiction of this character in America.

Even into the 1970s the song was performed at ésoFolk Music Festival® and was
recorded on Anne-Charlotte Harvey's albuviemories of Snoose Boulevard: Songs of the
Scandinavian Americand972) as part of the Olle i Skratthult Projecepixtions of the
kjeerring from this folk song also have parallels in ther@aavian American folk humor of the
region. In Leary’'sSo Ole Says to Lenthe popular figure Lena is sometimes depicteanas

earthy young woman, but is perhaps equally porttagea “prim Lutheran” and seemingly

107 This finding is attributed to theygdeboklocal history book) from Nittedal and Hakedal
(http://www.nittedalsporten.no/bygda/staven.htilistrations of “Kjeerring med Staven” are also fdun Elling
Holst’s picture book for childremJorsk Billedbog for Bgrn: Ny Samlif{890, Christiania: Cammermeyer).
108 performed at the Norwegian-American Folk Musictivasin Decorah in 1978 by Jim Nelson.
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matronly older woman (2001:63). Another similar retder who might be compared to the
kjeerring is “Sogne Kjeering” (“The Old Sogning Wonigra monologue about an unhappily
married woman written and portrayed by Eleonorao®@knd recorded by Victor Records in

1924 (Olson and Olson [1925] 1979).

Kari's interpretation of this figure, however, i©om complex than the story of an old
woman who lives on a mountain or who has troublptdg to life in the New World. Kari sees
her as av6lva “In this Immigrant Era song the staff carrierds/outside of the community,
creates porridge for birthing mothers, talks taeeh(a form of Frigg, goddess of child birth), and
fights a mountain troll. In the end verse she fiadsally, a Karl (free man), to help her maintain
the old ways. Norwegian children all over the waidg and dance to this little song, never
guessing that it describes tMélva’ (Tauring 2010:14). Reading into some of the ddfe
versions and verses of this song and offering upha interpretation of its meanings, Kari is
able to connect a folksong from her immigrant pagdter Pagan identity and claim tkieerring

as avolva

Drawing on an immigrant past for inspiration iseigital to Kari’'s work and identity, but
something that also embodies a personal tensidmeioiGrowing up in Minneapolis, Kari sang
hymns in Norwegian and English at home with herifiaand in church, which “made me who |
am. Norwegian and Lutheran at the core” (persooakspondence, November 20, 2012). As a
child she “went native,” traveling with her famiputh to Decorah, lowa to attend Nordic Fest
celebrations, posing with her sisters for tourist§ie bunadsher mother and grandmother made
for them. “We identified Lutheranism and lefse las €xpression of our Norwegian American
folk soul” (2010:8). There were, however, aspettarwegian American culture from which

Tauring felt somewhat disconnected. In discussergtips to Nordic Fest she recalls, “when the
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dancers performed, | was only a spectator. My migheople were taught not to dance.
Norwegian-ness was at my core and at the sameutimgachable. It was the reflection of the
surface of a well, too deep for me to reach ...” ¢peal correspondence, November 20, 2012).
She wrote, “Perhaps it was my brown hair and eyelse middle of blonde haired and blue eyed
sisters, perhaps it was my secret dislike for jpoefse, something | wouldn’t admit until | was
in my twenties. This is the mitochondrial strainboflog, the deepest part of women’s heritage

from their mothers mothers mothers...” (2010:8).

Kari's simultaneous identification with and distarfrom Norwegian American culture
signaled an opportunity for her to explore ancieatdic culture, which has provided a cultural
link and a piece of her identity that she couldyadnse was there before. The connection she
feels to a pre-Christian European heritage is nbt expressed as an affinity or vague
resonance; she explains the connection in biolbtgeas. “A linguistics class ... introduced me
to the runes, the rune alphabet of my pre-ChrisSieandinavian ancestors. This is what finally
shook my Nordidorlog, my DNA, genetic code, ancestor memory and changetife path.

No wonder | didn’t like potato lefse, my ancestrahnections pre-date Columbus!” (2010:10)
Using a biological imperative to define the comipgllconnection she felt between her life path
and her ancestry, Kari is able to explain the csinfy and incongruent relationship she felt to her
immigrant heritage in physical terms. Sabina Maglmdiscusses the difficulties associated with
blood-right in the neo-Pagan community in Ameriwating that, aside from the racist and
essentialist implications, “Blood-right arguments aomplicated by a general lack of
understanding of cultural diffusion and polygengaigl by essentialist notions of cultural purity
rooted in nineteenth-century nationalism” (Maglio@004:234). Kari readily admits to her

ethnic plurality, going so far as to not check ‘taite” box on surveys when asked her
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racial/ethnic identity, preferring to check “othexid then list all her ethnic heritages instead.
Her keen awareness of her own cultural plurality tire ethnic and cultural mixing in an
American context proves she is under no illusidngessonal cultural purity or that she is stuck
in a nineteenth-century notion of nationalism. Rather biological explanations and
connections to her Nordic heritage appear to cooma & place of wanting to connect deeply and
meaningfully with her cultural heritage and rootsseatiment that echoes throughout the

Norwegian American community.

Similar to the dichotomies that she has felt infaenily and living her personal journey
in the Upper Midwest, Kari has also recognizes sgmmal forces in her family story back in
Norway among the descendants of those family mesnlsko did not emigrate to America. As

she explains here, these contrasts have come tactbidze much of her work as an artist:

In September 2011 | went to visit my relatives iorNay with my mother, and
grandpa’s people had all become Pentecostal oge th Norway. ...And there
was no folk dance left in that area and | think .lotaof it is that when the church
tells you you can’t express the movement of thatgprough your body then you
squirt it out somewhere else. Becoming Pentecastalthe only way that people
could get that piece, you know, movement of thetsihirough the body. And
then grandma’s people had their Sogna springamdone knows about it
because they refused to make it formulaic anah fivith the kappleiks and things
so they were little, sort of, anarchist rebels dhere saying, “We’re not doing
what you say to do!” ... So it's kind of this strangeremity of attitudes that |
think really ... plays out in my work a lot. Espetyah my new recording, | think
that there’s a lot of pushing and pulling betwdas pre-Christian and the
Christian and between the water creatures anduhmahs and the—just all of
these in-between states of trying to come togetiibrthese disparate pieces.
(Interview June 21, 2013)
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Kari's ability to reconcile these differences, mbine ideas that are considered to be as

categorically distinct as oil and water, is whakesher work so compelling and unique.

Kari's latest albuniNykken and Beais another example of how she brings pieces of he
life, heritage and history together, representirgdonnection between family history, nature,
and folk belief. The first half of the album tiikeinspired by the supernatural being tiylkken
or ngkkenwell-known in Scandinavian countries and in NerthEurope. A shapeshifting water
spirit (often taking the form of a beautiful horstije nykken is generally known to attract mostly
women and children to lakes and rivers with itelgwsongs, sometimes with the intention of
luring them into the water and drowning them. Thieken is known as an extraordinary fiddler
or singer as well, which it uses to lure beautifoimen into the water. Some tales of the nykken
mirror those told of the devil granting great mimaship to a young man in exchange for his

soul (Sivertsen 2000:291-6).

As Sabina Magliocco writes of the Neo-Pagan tradjtfuse of vernacular magic ranges
from attempted reenactments to the borrowing ofatie motifs, songs, rhymes, and elements
from calendar customs and festivals. Yet far fraemb copies of the originals, Neo-Pagan forms
are of necessity novel and hybridized” (Maglioc€@®2:7). Kari lives out this tradition in her
religious life, but one also sees the extensiathisfnovelty and hybridity in her creative work
through the connections she makes between henfamd, personal experiences, and
fascination with certain aspects of nature and Ngian folk belief and supernatural beings such
as the nykken. Drawing on those stories and expeggewhich have caught her imagination and
inspired her, she creates something that is at oniféed and contradictory. Here Kari explains

the origins of her ideas behind the albNykken and Bear
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So my grandma’s last name—her maiden name was Myk&» she had that in
her name and | always was very fascinated withitlest that we ... had that in
our name. When | was a girl | used to think abbat guite a lot and wonder, you
know, if there were any nykken people in our— ... wese mysterious blood
amongst us, you know? And then as | would read taheunykken and how ...
they would compel these kveding women into their+-koow, lure them and
how the women who were rune poets would get sukbg the nykken and that
kind of thing. So that was kind of this interestiegsion that | found in the
material that | also found in my life. ... This soft how far do you go? How far
into your connection and your integration with mataan you go before you are
sucked in and lost to it? So that was a pieceatf #hnd then the bear had always
been symbolic for me. When | was young | had aesesf dreams about having a
bear chasing me and those kinds of things andnlacklots of bizarre encounters
with bear[s] in the wilderness and when | was intmgnties | wrote a song
called “Running From the Bear” where the bear ye@presents this deep
knowledge piece and this willingness to go deep mibernation for months at a
time to gain that kind of knowledge and that | iesling compelled to do that
and at the same time like, “No way am | going tHeYeu know, seriously
scared of that whole concept. And now I'm, you kneamething happens in
your 40s, | think, where you're just like, “Yeahgduld go there and do that.” My
kids are teenagers, if | get lost to the nykkendgs it's no big deal. They know
how to make their own sandwiches. [Laughs] Yeah, sand it also became—
when | was in Norway filmin@\lt for Norgeit was the first time | saw my home
fjord and it was so powerful. It was so powerfutiahat energy that the bear
connects to i1 those mountains, that deep, ancient, hibernatieggy just ready
to stir, just ready to wake up, you know? And sd was trying to figure out
what to record next ... and people have been likes W&ked to buy a new CD
from you. It's time.” ... So | thought well, this witlibe a good focus for that
project and it's also a very ancestor-honoring gebj(Interview June 21, 2013).

Early fascination with aspects of her family narassvell as dreams she had as a young girl set
the stage for picking up on stories, reading alsapernatural beings in the Norwegian tradition,
and eventually recognizing pieces of these idedsraages in nature. When she felt she had
reached a point in her life when she was capabtevafaling publicly how deeply she had been
delving, she made the decision to create this quoeéalbum, combining folk songs, stories,

and personal poetry to explore the symbolic meaafrige nykken and the bear.
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Kari has been able to weave these seemingly dispstrains of her immigrant and
Pagan heritage together in a series of workshdpedddordic Roots Dance along with
Norwegian American folkdance instructor, Carol $erd. In 2011, with funding from the
Minnesota State Heritage Funds, Tauring and Setglahtogether a series of interactive events
and workshops geared toward audiences of all 3¢ese workshops explored the ancient roots
of immigrant era songs and dances and how runeeshapnifest in the body postures and

patterns of the dance.

The programming Kari offers to the community heraedrks to construct connections
between disciplines and culture just as she udittBct stories in her personal memorates and
unites the pre-Christian and the immigrant eraseinworkshops with Cardf? In a program she
participated in after a week-long language anducelltamp in Spring Grove, Minnesota, Kari
introduced herself and her classes at the cantpetaudience (consisting mostly of parents and

grandparents) in this way:

Well, tusen takk skal du ha. Jeg heter Kari. Jer er védoma [a thousand thanks.
My name is Kari. | am &0lva kona] | am a staff carrying woman from the
ancient of days and when | was invited to comed wexry excited because |
thought, ah, | love to talk about this stuff witld& We started in the Bronze
alderen—the Bronze Age. Well, first, actually, we went kaadl the way to the
Ice Age. | say, “You know, what was the North Lahding the Ice Age?” Well,
there wasn’t Norway and Sweden and Iceland. ThasniwEngland, there was a
very small amount of Denmark because the ice coviel. And we talked

about how different migrations came through. And toow we couldn’t have
hadbrunost geitost the goat cheese, in Norway before the Bronzelfsgause

in the Bronze Age they brought the sheep and ggafsom northern Iran. So this
idea that we all started as Norwegians and thatatwe are forever isn’'t quite

109 Although Kari Tauring continues to conduct oneveo workshops with Carol Sersland each year shedfers
a variety of different workshops in Minneapolis ahdoughout the region. See http://karitauring.céonimore
information regarding her various workshop offedrand events.
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right. I know my people make a lot bfunost a lot of goat cheese, in [the]
Sognefjord area and they’'ve been doing that novidiar thousand years. Do you
think that that means that that's an indigenouditicn? Is that long enough? |
don’t know.

The skirt that I'm wearing here is from the Brofage, well, it's a replica from
the Bronze Age ... . We'll see a few of the girlelain theirbunaderand so we'll
talk more about costumes in a little bit. But attex Bronze Age then we quickly
start to get into the Viking Era in the Iron Agedaviiking Era and one of the
things that | think was a lot of fun to do wasatktabout thevélva kona What

was is this staff carrying woman? These staff essritheir grave sites for staff
carriers went all the way back to the Bronze Age thiey were these wandering
women who were teachers and ceremonialists andhet®and th&6luspais the
first of all of the Eddas in the eddic poetry antheans “The Prophesy of the
Staff Carrying Woman.” So I'm going to sing somelodse verses for you today.

Kari then sang a few verses of the Voluspa forathience followed by an introduction to her
original composition “Komme Alle,” which she ancetbhildren in the program sang together
while spelling out runic letters with their bodié&ri’s presentations, geared towards particular
audiences, integrate these elements of historigatogy, rune descriptions, culture and
traditions and more, serving to ignite audienceslginations and draw strong connections

between ancient and modern identities and practices

Historian Dag Blanck discusses the role that hysptalys in the construction of an ethnic
Swedish American identity in his book about the Astgna Synod. “The historical authenticity
of idealized versions of the ethnic past is notonignt; it is instead the way these elements of
the past are used to construct the ethnic idemtitgthnic ideology as they also call it, that
deserves attention” (Blanck 2006:14). In Kari’'sgaetations to community groups and school
children she points out the ways in which circumesés of history have come to hold such great

symbolic value within the Norwegian and Norwegiamétican community. She suggests that
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these things (brunost from goat milk, wool fromeghehave been chosen deliberately, as Blanck
argues, because they fit in with a particular wvisdd Norwegianness. As an alternative vision of
Scandinavian ethnic heritage, one that incorporatesaen as significant members of society,
she draws her audience’s attention to the ofter@seed account of theblva konareminding

them of the selective nature and ideological povfdristory.

Figure 10. Kari Tauring performing at the final gram of the Norwegian Ridge Language
Camp in Spring Grove, Minnesota, June 21, 2013tdgfnaph by Anna Rue.
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Being mindful not to forego the culture one waised in but work to enhance it by
recovering a heritage that one senses has bees bgbwerful message and one which
resonates with many Norwegian Americans. When LelRogon completed his dissertation on
Scandinavian American folk dance music in Minne$oti975 he wrote, “the period of change
and acculturation during the second and third desadithe 21 century distracted the
Norwegian-Americans from their traditional folk @dnd traditional lifestyles, focusing much of
their attention and leisure time to activities @mdertainment outside of the home and
community. ... Now, in the 1970s, the situation resched a point where only a few musicians
in the state are capable of remembering and peirfigridorwegian-American folk dance music.
Unfortunately, they have transmitted this repertoryery few of the younger generation”
(1975:52-3). If musicians in the Norwegian Ameri¢alikx music community were already
worried about the weakening of these musical ti@utnearly 40 years ago when an aged
generation of musicians was still around to remerdbace tunes of their youth, then where

does the community stand now?

There are a number of Norwegian American musicibeRoy Larson among them, who
can trace their repertoires back to the era of égasties and barn dances and we point to them
as the bearers of Norwegian American folk musi©ieédmusicians, like Amy Boxrud, are
influenced by their interest in contemporary folksit and are also looking to folk music bands
in Scandinavia as sources for music and inspiratiao [feel there’s a growth in popularity of
Nordic folk music]. ... I just feel like there’s suehrenaissance or a resurgence and there’s so
much talent and it's so appealing!” (Interview Asg6, 2007) Then there are folks like Kari
Tauring who might not be considered a represemativthis tradition in some circles because of

the religious component to her work. The impetusfeating her music and art comes from the
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same place as many younger musicians in this hoseever, and it signals one approach that
Norwegian Americans might take to honor their malsieritage. The appeal of the music, the
desire to connect with one’s ethnic and culturaithge, the need to be authentic while
incorporating creative impulses are all presenmy and Kari’'s approaches to Nordic

American music.

Kari certainly succeeds in merging new phenomertla persistent traditions of the
Norwegian American community, and her particulaowation is interesting in that she makes
the old (or rather, the ancient) new again. Her@ggh to pre-Christian beliefs and practices is
re-constructive and a product of a modern-day ctntizawing on a shared and ancient Nordic

past to create her “version of the folklore legacy.

Besides knitting a pre-Christian past with an immarg heritage, Tauring’s appeal in the
Norwegian American community might also be dueart po her participation iAlt for Norge
which has resulted in a celebrity-like status amidpgwvegian Americans familiar with the
show. Asked if she has experienced any resistanskepticism in the ethnic community
towards her work she responds, “Not really. ... Gorige did | hear my work questioned in
authenticity and that was in regards to a granp@sal ... . A panel member ... thought it
sounded ‘New Agey.’ ... This work is my personal joey but the immigrant identity crisis

belongs to so many people. There is a naturaligffior what | do” (personal communication).

Kari's thoughts on the nuanced relationship betwesmwork and tradition are clear. She
writes, “l am a folk musician expressing the trextis of my Nordic heritage, not a tradition

bearer per se, learning my craft from a masteheftadition. Rather | am expressing my
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cultural traditions with insider authenticity arftetdepth of reconstructive scholarship. ... Itis in
the moment of personal connection that the perfoobaaains truth and the performer
authenticity thus raising it to the level of unisak human experience. ... My performances are
authentic to me as a Norwegian American artistsblar, but | am not a tradition bearer”
(personal communication 2013). Tauring readily asiedges that she is forging new ground
rather than providing conventional performance®ofistanding traditions in the ethnic
community. Because the new ground is personallyestic, drawn from a shared ethnic past,
and linked to an immigrant heritage, however, haovational approach has been well-received

in a community that she has otherwise found toligeish and set in its ways.

In his introduction ta'ransforming TraditionNeil Rosenberg chronicles the shifts in the
definition of authenticity as applied to Americantkf music. From text to aural presentation to
context and performance, our ideas of what an atitheepresentation of folk music should be
based on have evolved to include more complex ards® performances. In the Norwegian
American community a definition of Norwegian Amexicfolk music is experiencing a similar
shift in order to include the diversification ofrpmances. Though the tradition of Norwegian
American folk music still includes the traditiondsers Kari Tauring refers to, it is also broad
and strong enough to include reconstructed trawitlike Kari's. This is important not only
because artists like her are continually influeniegdheir ethnic heritage, but because their
interest in creating personally authentic perforogsthat honor this heritage is motivated by
their desire to perpetuate it. In Elaine Lawle2969 Presidential Address to the American
Folklore Society, she discussed the importanceeftental maps we all make of the world and

how folklore helps us navigate our lives:
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I know folklore resides in our cultural, communahd familial maps. | know it
shares space with music; with objects; with stoneser, and the earth. More
than that, | know folklore is constitutive of thaseps—by this | mean folklore
constitutes the bones, the sinews, the jointspthscles of our maps. Folklore
holds the stories of the often hidden or forgotitates; folklore reminds us how
love can survive even in the midst of harsh resditi.. . Folklore keeps us sane,
when in reality we really ought to be, if not mildlysfunctional, totally adrift in
a confusing world that is changing fast and becgrfiat. Folklore is our anchor.
It pulls us back to forms and patterns that hetfanize our thinking and our
actions through practice, performance, and menfoawless 2011:144)

Kari Tauring’s work does just this. It restoresesmd ties; it creates unity where we might not
otherwise see it, and, when viewed as a wholey#als the transmission of tradition in “hidden

or forgotten places” as she interprets these toaditin a novel and personal way.

Through a spectrum of musical variation, enharmethe flexible categories of folklore
change defined by Klymasz, the contemporary dityecdiexpressions of Norwegian American
folk music can be seen in relation to one anothdrta preceding forms this music. Furthermore,
variation exists not only between individual agianhd bands, but within each of them as well as
we have seen in the work of Foot-Notes and indidutists like Amy Boxrud. Though it may
seem as though some articulations of music, suéaasrauring’s, belong outside the
description of Norwegian American folk music, Nogign American ethnic identity contributes

to these many musical forms in powerful and fundaadevays.
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Chapter 5: The Present and Future of Norwegian American Folk Music

Many of the musicians | have had the pleasure @alsipg to have not expressed great hope in
the continuation of traditional Norwegian Ameridatk music. They see themselves as a small
cast of musicians who are preserving their ownvidial collections and repertoires of music
here and there, sharing tunes and learning froerstithen they get together, but that the pool
of young, interested, and invested musicians lagpkinpreserve the old-time music of the Upper
Midwest does not seem to be emerging to the degegewould like. This attitude is common
among those who are intimately familiar with thesnsuand its history. In a passage of Bruce
Bollerud’s book of Scandinavian tunes and housg/pausic,Accordion Uff Da! Let's Dance!
Dix Bruce, who also produced the accompanying @irviews Bruce about the future of

Scandinavian house party music.

DB: What do you think the future is for these kiredgunes?

BB: Well, it’s kind of bleak, I'm afraid. The oldddlers that play these tunes are
dying off. Some of the tunes are being picked wp not very many, and most of
them haven't been written down, that | know of. i a fairly good body of
these that are recorded. ... So, there are somestthagare taped and they won't
be lost totally in that regard. The only thingus)ess these pieces get out where
the public can hear them, and unless some youngsician[s] take them up, they
become museum pieces. That's better than nothegause someone can always
go back and pull them out, but I don’t know thay@me will.
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DB: Most of this music is dance oriented. Probablhat we need to do is keep
people dancing and they’ll continue to want thissiau

BB: Of course, people don’t dance the way they useBven bluegrass is now a
concert type of music. | suspect that they may luareed it earlier on because |
don’t think the tempos were quite as fast in thgifr@ng ...

DB: What's the best thing that could happen to thissic?

BB: I'd like to see younger musicians come in, tagethis music and play it. |
think of Bluegrass, for example, which has beeilivexl/and carried forward by
younger musicians. Musicians of national statuke, Rick Skaggs, have come in
and given it a great big boost. | don’t know thHwttwould happen here, but it
would be nice. At least it would be nice if localunger musicians would play
some of it before it's gone like a puff of smokBollerud 2009:15)

The potential of losing these traditions as we haorae to recognize them is certainly there.
They have indeed dwindled since the house partgfetze late nineteenth and early twentieth
centuries, but there are a number of bright spothie horizon; small points of optimism that
should assure us that we have not completelytessaipply of or the demand for this music, that

there is still a place for it in our lives andftillsserves an important function in our commurstie

The Highlandville Dance

On a recent occasion, while |1 was in Decorah fehart visit, | had the rare opportunity to bring
my two-and-a-half year old daughter to a Highlafidvdance featuring Foot-Notes. Typical of
late August evenings in lowa, it was warm and muddy parents had company over for dinner
that evening and | was hesitant to leave the aiditmned dining room and pleasant
conversation following the meal, but after some #ng and hawing | scooped up my daughter

and drove out to the old two-room schoolhouse. & héound a crowd of about twenty young,
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energetic dancers twirling across the dance flodéinong the back wall engaged in smiling
conversations. Aside from myself and my daughtely about a half-dozen middle aged dancers
were there, or one might have mistaken it for dlsighool dance. It is not often that | am able to
attend Highlandville dances these days and everolésn do | go when they don’t coincide with
a holiday or Nordic Fest, when one is guarantedthding a small reunion of Decorah
expatriates to catch up with. On a night like thiugh, my dance card is filled with waltzes

and schottisches with my toddler. After ploppingwicon the floor to peel off her shoes and
socks she insisted on dancing herself rather thamyiarms, and | tried my best to steer her
away from the circling couples flowing across tleof. The dances here run from about 8 to
11pm; we arrived early, at 7:30, and left clos8:80 when Foot-Notes had taken a short break
and made initial movements to begin another sethByg several more young people had arrived

and a handful more adults, filling up the two largems a little more than when we arrived.

Initially | was surprised by how few dancers thexere at the schoolhouse that night as
my experience has always been that the dances fienmyelose to overcrowded. The night was
rather uncomfortable, though, perhaps preventimgesolder dancers from venturing out and
most Luther College students had not yet flockezklt@ campus, so it was not entirely
surprising that the numbers were lower than ustighve me an opportunity to observe first-
hand how many high school and college students there, while on another night they might
have been more balanced by an older audience.r8atly of them were very skilled dancers,
clad in summery skirts and dresses, t-shirts, stantl wearing either sandals or no shoes at all,
taking a page from my daughter’s book and kickimen off to the edges of the room, under the

folding chairs lining the walls. These young peopbre comfortable there, communicating a
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familiarity with the event and an affinity for dang, which they displayed with grace and

energy1®

What is it about a multi-generational community dgrfeaturing old-time music set in a
two-room schoolhouse, built just over a century, dlyat attracts these young people, holds their
attention, and has them coming back for more? Wtakies this a form of compelling
entertainment in an age of smart phones, on-demmanikts, the Internet, extreme sports and
more? The answer might be because these dancas soeje ways, radically different from the
forms of entertainment that are constantly vyingylmung people’s attention, and it provides a
very real connection to the community that is rastily found in other popular entertainméh.
Bill Musser, who works as a librarian at Seed Sa¥tchange (a not-for-profit heirloom seed
repository in Northeast lowa), has this to say alleel connection between the rising interest in
local culture and Foot-Notes dances:

I do think that the resurgence in focus on localneenies and culture has made

an impact on the “Foot-Notes phenomenon.” Many gfSeed Savers Exchange

colleagues who are far younger and new to the witetee scene have embraced

the Highlandville dances wholeheartedly, partlytfor fact that they are such a

unique, idiomatic and idiosyncratic piece of Detorslost have never witnessed

anything like it anywhere else, much less partiiggdan it. For the same reasons

the younger people like to come to the dances, yadlults do, too. It is just pure,

unadulterated (and | do not use that word lighayN. (Email correspondence,
October 22, 2013)

110 To be clear, | do not mean this as a backhandegblament. | have observed in the past, howevet,dha
Highlandville dance nights when there are genemumsbers of young students, the dancing can be randy
athletic, characterized by dancers covering a gteal of ground with each step and using exaggenagdical
movements compared to the older, more seasoneémdanahe crowd.

111 That said, at a recent panel on cultural sustdityaht the 2013 meeting for the American Folkl@eciety, |
saw scholar Christopher Goertzen present a pajpeitt élldle contests in Texas. At the end of hik tamember of
the audience asked about whether the goals ofralifustainability and environmental or resourceauability
were really in alignment. Goertzen's answer seetoediggest not (or at least not necessarily). iBrastimely topic
that deserves deeper investigation than thesedmeddotal comments and one which | hope researoliéipick
up in the future.
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In a small community like Decorah’s, there seemise@ great deal of overlap of interests
among folks who gravitate to more community andiremmentally sustainable organizations

and events.

Bill's sentiments are echoed in a local list-seevaail entitled “Why go to Highlandville
this Saturday” sent out by Liz Rog, married to BRt#tto’s brother-in-law, she writes the

following:

As the cobbler’s children go barefoot, as the msifenal chef eats from a box at
home, there are Decorah area people of all ageheden’t been to a Foot-Notes
dance at Highlandville. They're missing somethieglly beautiful and
accessible, probably because it’s just so closesasyl.

There’s a dance this Saturday.

In my opinion—and | know hundreds of people whorshe—attending one of
these dances is one of the most simple and signifways ... one can know
oneself to our specific local culture. These darieethe present with the pastin a
way that you just can’t touch through the best booflm about the area.

It doesn’t matter if you “can’t dance.” Then dor@r do. No one cares if you
dance. Just the music and setting and people maleth the—what?—15
minute drive.

Highlandville Dances are simply some of the besaléun to be found. (Email,
August 22, 2013)

Here Rog articulates the importance of connectingnie another, plugging into the community,
and becoming familiar with the history and cultofene’s home. It is an appeal that has echoed
through the region in the past. This could easilyehbeen an advertisement for house parties at
the time when regional barn dances and the radjarb® draw young people away from the
parlors of their neighborhood homes. This is natagp that the plea is irrelevant or an
overreaction, targeting young people who may need@agement to attend events like these.

In another email she wrote in 2005 to a grouputher College students Liz Rog argued
for taking advantage of this unique event whileerhains available to the community:

Well, you guys are juniors now ... and it's high tigzel1 experienced one of the
greatest things Decorah has to offer; somethinga@alby unique to this place;
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something that, when you tell people you went twostin Decorah, they will
indubitably ask you about; something that you w&ll your grandchildren about:
The Highlandville Dance.

I could write you a book about this dance—its rpbtstory and evolution, and
why it is important. | could write 3 of the chagust about [my daughter] and
her history there, beginning when she was in ud@cthen about 175 times
since. But I'll save the story of the violin, theath, [the] saw, the old-timers, and
the schoolhouse for some other day when I'm in etyelb element (than typing).
Meanwhile, get thyselves over to the dance ... .ddrece is usually held on a
Saturday night, but due to changes in the livasvofof the band members ...,
they have had a heck of a time finding a date fodarzce this fall. Usually they
play a dance each month, and here we haven’'t hagione July or so. What I'm
trying to convey is, things might be changing toe band. You might be part of
the end of the era. You might just squeak in asqfahe lucky 15-year Luther
population that got to have Highlandville Dancepad of their cultural lexicon.
| promise you, if you miss it there WILL be a dawyour life when you finally
realize that you missed something invaluable. Yanitdet that happen! (Email
correspondence, November 27, 2013)

Though Foot-Notes’ Highlandville dances continugutarly in the warm months, eight years
after Liz sent this email, her message speakstdatiniliar fear that our treasured cultural events
are in danger of disappearing at any point. Inespitthe longevity of the fear over losing local
music traditions, however, the desire to hear thsialive and to dance to it in a communal
setting still seems to exi&t?2 And not just among older generations who mighklon this
music with nostalgia. Young people also want tocgan

In some ways, Foot-Notes have begun to appealinger generations even more
strongly than to some older, more experienced dang¢ée opportunity to dance together in
couples and small groups, it seems, provides yfoikkg with a social outlet they might not have
access to otherwise. Beth Rotto has said, “I thmkng people are thrilled with the chance to

dance and to touch, like be in the ballroom posiaod to move together” (interview August 23,

112 This continued, and indeed rising, popularitylede dances with teens and young adults couldelsiie in
part to the promotional efforts of Liz and otheghliandville supporters.
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2013). Bill Musser echoes this sentiment when c#ifig on the appeal of Foot-Notes dances to a
younger crowd:

It has been interesting to see Foot-Notes gaimmmppularity among a younger
crowd. The whole phenomenon of social dance “batiretyle” is so foreign to
modern American popular culture and especiallydgerpop culture today. |
think the enthusiasm of younger people for thiglkeh dancing grows out of a
genuine deep desire to have fun in a wholesomewitaiput having to be hokey
OR acting overtly sexual. Those extremes are lathidn-creators for youth. |
see Foot-Notes’ older audience fading out of tlotupe more, partly due to our
trying to save money by avoiding newspaper adsrather using social media to
announce dances ... . But then, many of the peoptel\ghew up with and who |
danced with as a high school kid at Highlandville mow deceased. | miss the
intergenerational element a lot in our dances néven | was dancing at
Highlandville in the late ‘70s, | chose a lot oflefly women for partners, women
from the Highland community that | knew. And olaeen would invite younger
women to dance with them—not in a lascivious walydsua gentlemanly thing.
We younger folks learned to lead and follow witk thros” in those days—Ilong-
time ballroom dancers who exhibited the utmost getd vitality. (Email
correspondence, October 22, 2013)

We see here that the appeal to younger folks andgb of social media to publicize dances has
been so successful that the intergenerational asp&oot-Notes dances could be skewing away
from the older generations of dancers, which in farpacts the nature of the dances themselves
out at the Highlandville schoolhouse.

A product of the changing demographic of Foot-Matences at Highlandville can be
seen in the transformation of some of the danaesitiin the element of sheer athleticism
characteristic of some younger dancéf€One clear example of how the dances themselves hav

changed, at times to favor younger crowds, is theeBfly dance'* The Butterfly is generally

113 personally, | am able to recall dancing a polkénai old classmate at a Highlandville dance, maays ago
now, which was so frenetic in nature that | was plately winded after one dance. Compared to theemwwderate
dancers who took shorter steps and did not juntpigivin the air as we did, we were positively flyiacross the
floor. Although | would say that this experienceswwot typical of the partners I've danced withall noted that
some of the younger men, especially, tend to talkkehntarger steps and extend themselves verticalighnmore
than the older generations of dancers.

14 Here | am indebted to Bill Musser’s thoughts o élvolution of the Butterfly as it is danced at Fhotes
performances. Having grown up in Spring Grove, Miswta and attended Bill Sherburne’s Highlandvilaaks as
a young man, Bill has a unique perspective on heeadances have evolved over the years.
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danced in 2/4 time to two distinct tempos, begigmith a slower section (typically lasting eight
measures) to which dancers, in groups of threegtikick out alternating feet as they walk hand-
in-hand to the music. The next section is dancedfaster tempo and involves the middle dancer
skipping to one partner, swinging around once witarlocking arms before skipping across to
the other partner and interlocking arms for anoivang. As it used to be danced, the slower
measures called for a light lifting of the footgatners strolled along to the music. Bill Musser
recalls this dance being played by Bill Sherbumne lais band at earlier Highlandville dances,
combining, as he recalls, “My Bonnie Lies Over theean’ or some other very American tune”
for the slower section (email correspondence, Gat@B, 2013) with a different (also very likely
popular American) tune for the fast sections. kerg years with Foot-Notes, Beth Rotto has
played a Norwegian schottische for this dance (ptashe first part slow and the second part
fast) and the light lifting of the foot has evolvietio an exaggerated kick followed by a loud
stomp. The faster measures begin moderately enbuglas the dance progresses Foot-Notes
will occasionally speed these sections up to tiretioe middle dancers, at times tricking them by
playing two sets of fast segments in a row rathan talternating with the slower tempé.in
addition, dancers might challenge themselves duhaglower measures by dropping their
bodies into a full squat on the down beat (markgethb stomp) and hop back up in time for next
alternating leg kick. The result is a sound andrestis that more closely resembles an eastern

European dance than a Scandinavian American ohd,ibualso extremely popular among

This dance is referred to as the Butterfly DancéhieyFoot-Notes and certainly it is known by thate in some
Canadian and American communities. Several othecatawith exhibit similar forms to the Butterflprfexample,
the Flying Dutchman Polka or Studenten Polka, tihathgse are obviously danced as polkas with al3#hm.

115 Foot-Notes might trick dancers by playing two stowections back-to-back as well.
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younger dancers perhaps for its novelty (in terfrtb®loud, percussive stomping), the wild
swinging, and the physical endurance required tkenitzto the end of the turié®

Although the age demographics at Foot-Notes Highldle dances in recent years
reflect a younger crowd compared to dances heilirsherburne’s days!’ and the dances
might be executed or even materially altered byythehful energy of some of the more ardent
and regular dancers, the salient features of atirokel music dance are still present. Indeed, one
of the wonderful things that has always characateridighlandville dances, regardless of
whether Foot-Notes or Bill Sherburne’s band wagiplg is how multi-purposed these events
have been. In a booklet he wrote to accompany 386 LP,Norwegian-American Music from
Minnesota: Old-Time and Traditional Favoritg3hilip Nusbaum described the scene at a
Highlandville dance in the 1980s:

Old-time music need not be the only focus of amgweven at a dance. At the
one held monthly during warm weather in Highlankvilowa, for example, for
which the Bill Sherburne Band of Spring Grove plajencing is only one social
activity. Some people listen intently but do nohda Others use the music and
social activity as a backdrop for conversation. 8anay interact with band
members directly by requesting a number or evéimgiin to play with them.
People sit or stand along the sides in the olda@blooise where the dance takes
place. Some bring their children, who might playhwather children. There is a
refrigerator in the kitchen for cold drinks. On therch, in the area of cut grass
immediately in front of the schoolhouse door, armuiad their cars, groups of
people gather and talk. All of these spots arers¢p@nvironments where
different activities take place. Participants méreely from one area to another,
encountering different people at each location.siéwum 1989)

116 Bjll Musser also notes that this dance is oftequested by young people at Foot-Notes dances (email
correspondence, October 23, 2013).

117 Beth Rotto relayed her thoughts on the changimgadgaphics of Highlandville dances in a recent
correspondence: In “Bill Sherburne’s day’ the gatienal mix at Highlandville dances was not alwagdiverse,
and usually the opposite of what it is now. | rerhemgoing to dances with Jon when we were in osraidl we
were sometimes among the only younger dancers. tAsrgt is] now, each dance is totally differesgmetimes
there’s pic] more students, but sometimes, in the summerdamgle, it can be more families, at least until st
set when it ends up being mostly students and gteongs” (Beth Rotto, email correspondence, Novamals,
2013).
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Functionally, not much has changed at these dandas last twenty-five years or more (other
than the substitution of the Foot-Notes for thé Bilerburne Band) and this description still
rings true today.

The purposes of a community dance like this areifimidrand, as Nusbaum goes on to
argue, are most likely the result of a music eteat incorporates dancing (even though some
dance-goers never dance at all). “If, on some exgmlancing were not a central feature, the
event would probably not be considered succeddfuever, it is not only the music and
dancing, but the fact that people may participateany activities that makes the Highlandville
dance a success” (Nusbaum 1989). This multifaceleadent to a community event is exactly
what Liz Rog was publicizing in her email to theddeah-based listserv: “It doesn’t matter if
you ‘can’t dance.’ Then don’t. Or do. No one cafg®u dance. Just the music and setting and
people make it worth the—what?—15 minute drive” édnmAugust 22, 2013). This perspective
is echoed by Anna Spencer-Berg, a current highdatodent and regular at Foot-Notes dances.
“I’'m out there dancing for at least half of the gerbut sometimes | go on walks with friends, go
outside to cool down, or just sit and chat withmayl wallflowers friends. My one rule is | can'’t
miss dancing to the Springtime two-step and thénldigdville Waltz!” (Email correspondence,
October 23, 2013) In settings like the Highlandvdiance where full participation in the
community—in whatever ways one feels comfortableaeisommodated and encouraged, bonds

are strengthened and identities affirmé&d.

118 Though | have not encountered any evidence thatNotes dances have inspired the formation ofrdtieal
bands or musicians to take up the old-time musiditions of the area, there is some support fotikieéthood of
these dances engendering a love of ScandinaviandBavian-American, and old-time music in the yppeople
who attend the dances. Again, Anna Spencer-Bertgsyril have most of Foot-Notes music on my i-pad &
listen to them often. | have lots of Nordic choiusit and old Scandinavian folk songs and storiaslthisten to
while | study. I'm really always in the mood tadis to Foot-Notes!” (Email correspondence, Oct&8r2013)
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It is important to add that the community bondddosd by a Foot-Notes dance extend
beyond ethnic boundaries as well, and althougletaex elements of pride in the Scandinavian-
derived music repertoires and a largely shareddggj Highlandville dances have always
transcended ethnic distinctions. In a piece of @restten after my own wedding, family friend
and former long-time resident of Decorah, ConraglRand, expressed how the diverse
community united in dance and conversation dutivegreéception and in gathering together
throughout the wedding weekend.

The Footnotes played live music—

none of that ear-splitting drive-the-mice-out music
but fiddling and foot-tapping music direct from

the Highlandville School, Mabel Symphony,
schottische and polka school of folk music.

A generation of young people trained at the Higtlalle School dances
tied the generations together doing better thain pagents ever had,
bringing folk-choreography to life, while the figdplayed real music,
and we talked real talk with real friends with reahds, promising

to meet again because there is joy in friends weiversation.

In the morning,

on the side of a hill, next to a prairie, there wdsuffet reminiscent

of what half the attendees counted as their Scami@in heritage,

and we talked some more, not because we had tayanied to.

Charlie and his friends and family from Pittsbuegid Boston
think they have seen the American Midwest, and tieese,

but only one of the patches on the quilt that vee and have been.
Some of the Scandinavians were Thai, or Vietnamese.

Some had been adopted by the college, or by the; tow

by the hills and the river, or by their own margagn such a day.
(“Crazy Quilt” by Conrad Rgyksund)

I include this, not to glorify my own wedding, biotdemonstrate the clear consciousness that
Upper Midwesterners have of both their own ethmigthges, but also of the continued diversity

of rural communities. Foot-Notes and Highlandvdbences show that, in spite of how old-

fashioned they may seem in a contemporary contertjng together and bonding at an old-time
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dance is a way of celebrating both an ethnic hggitend the diversity of a community united by

shared experience and love of place.

b

Figure 11. The Foot-Notes play a group dance aatitieor's wedding. Author’s collection.

In spite of the continuities that Highlandville das still embody, it is important to keep
in mind the changing historical context whenevaditions are performed. Any given tradition
represents another (and new) interpretation op#fs¢ and encompasses new meanings because
of its changed context, so in order to understaedcbontinued importance of a tradition attention
should be paid to the point in time in which thedition takes place. As Felicia Fae McMahon
writes in her study of Sudanese boy refugees inrla@ag"because historical periods can never
be replicated, even if outward expression appeaachanged, the meanings of traditions have
changed” (McMahon 200:354). Although the functioh®ld-time dances out at the
Highlandville schoolhouse might be remarkably samibday as they were in the 1960s, we do
look at them differently, discussing them as bardgon idiosyncratic or as vestiges of the past.

One pertinent question that can be connected tsuhaval of ethnic and regional music

is whether today’s context of a globalized markettantly available information, preoccupation
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with immediate gratification and youth culture, armhstant, seemingly limitless technological
advancements is creating any sort of backlasker@wed interest in local economies and
cultures. Is this music experiencing renewed irsieas a result of the rising popularity of rural
culture, locally-sourced food and cuisine, suppbtbcal businesses, and so on? The answer
seems to be more complicated than simply ridinthercoattails of current interest in local
economies and culture. Although the audiences at-Notes Highlandville dances are well-
attended and appeal to all ages within the commuwiten it comes to whether this interest is
inspiring others to pick up the mantle to presemmd practice this music, Beth Rotto’s
experience with the Foot-Notes gives her some pdlgenk some [interest in local culture] is
easier to hang onto than others. Music is a lititkier because people don't live in ethnic
communities necessarily and so your ethnic musesaid—you don’t have a shared repertoire,
really, so you find your community when you comé\isswa or you come together unless you
have somebody who’s willing to take it on and beeanrieader and share it” (interview August
23, 2013). Although Beth did not grow up with oldi¢ music herself, her interest in it
developed in her college years after hearing oietton the Wisconsin Public Radio program,
Simply Folk The irony here is that although all types of muwsie arguably more readily
available online and through digital sources, theagy be even less attention paid to it due to the
sheer competition for any given audience’s attenti@d-time music is not a prominent sound
on the radio or television, and although this metéarly sustains a fan base and is still being
produced here and there it is not necessarilyimgpihe same master-apprentice relationships
that Bill Sherburne and Beth Rotto had, resultimg rather seamless continuation of the local

old-time music traditiod!®

119 Of course there are exceptions to this, one baitene Beetham Lund who, though her interests rader and
not limited to one community’s repertory traditiohgas worked with many renowned musicians in thes 4o
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Beth is right when she explains how most folks neesktek Scandinavian American old-
time music out on their own, attending specialifm@kl music festivals, or perhaps a community
might be lucky enough to be able to take advantdgededicated and popular local or regional
band carrying on these traditions like the Footdsair Hitenanny. Still, there are wonderful
events and people within this devoted community atecarrying on with the work and music
they love, sometimes in new and exciting waysnireffort to connect meaningfully with others,
spread their knowledge, and learn from each offarthe lucky folks in and around the
Decorah area, Highlandville dances provide one sectis of inspiration and community
building. Truly avid musicians, music lovers, arahders, however, set their sights on festivals
and music workshops like the Nisswa-stamman, wtierg can enjoy an expansive and diverse

exchange of Scandinavian and Scandinavian Amefatmusic in the Upper Midwest.

Nisswa-stamman

Since 1999 Paul Wilson and Mary Abendroth (of Beaith Minnesota) have put on a
Scandinavian music festival in Nisswa, Minnesotsda on the Swedish model of fiddler
gatherings, ostdmmaMusicians both, Paul plays the two-row buttonoadion, fiddle, guitar
and pump organ while Mary sings, plays guitar amehjp organ. They both participate in the
Brainerd area bands Ole Olsson’s Oldtime OrkeStkalmusik, and Skal Klub, and have
released several albums through their own recdrel |dimmerhus Productions. In addition to
their band commitments they offer school and aaidgramming about Scandinavian music,

have run music workshops at Vesterheim and elseyhed Paul also takes time to make

record and promote Norwegian-American folk musignd has worked with both Foot-Notes and LeRoy Liarso
among others, on performing, recording, and res@agche traditions of Scandinavian American otddimusic.
Her work has resulted in a CD entitledoking Back at Norwegian-American Old-Time Fiddlin the Heartland
(2006), a master’s thesis (Beetham 2005), and tticddes on Norwegian American fiddlers (Lund 20@809).
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violins in a particular style called the Drone Re&ldvhich approximates the Hardanger fiddle
with its resonant strings. Paul and Mary first eeanspired to initiate a festival of this type in
the States after spending a summer traveling thir@aandinavia attending music festivals and it

has grown in popularity ever since they began.

Over one weekend each year in the second weelnef@erformers in the Scandinavian
and Scandinavian American traditions gather in$msll town in north-central Minnesota, just
north of Brainerd, to listen, share, learn and saadach other’s music. The weekend starts off
with a series of music and dance workshops led &stens of various musical traditions and
transitions into a larger festival, kicking off Wwia more formal “sampler” concert of many
musicians on Friday night. On Saturday morning eiass gather for a musical procession,
playing songs for gathered crowds and leading d&es into the Nisswa Pioneer Village
grounds where several stations, including histgcbuildings, function as designated
performance locations throughout the weekend. Sé&leatures and events contribute to the
cozy and collegial atmosphere of the festival, saglethnic food tents serving staples like
coffee, lefse, andaffler (waffles), a children’s tent with songs and ati&g, a wooden platform
for dancers to kick up their heels beside the mtage Allspel stage), a traditional Scandinavian
smorgasbordwandering musicians, impromptu jam sessions betside on the lawns, and
dances on Friday and Saturday nights. Musicianbatie Scandinavian and American, playing

the full range of traditional folk musics from Sclmavia and Scandinavia America.
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Figure 12. Musicians perform on the main Allspeldgt at the tenth anniversary of Nisswa-
stamman in 2009. Photograph by Anna Rue.

Musicians who attend Nisswa-stamman and the wopshave expressed thoughts
about its importance which have echoed some oddhee purposes (or results) of Nordic Fest's
Norwegian-American Folk Music Festival at an eadiime. Simply having a place for
specialized, like-minded musicians to gather, sheypertoires, learn from others, and swap
stories is critical to the perpetuation of this mousot to mention the fact that it provides an
aspect of inspiration and cross-fertilization nsegeg for the continued evolution of musicians’
music. Bob Andresen and LeRoy Larson both bendfittem the opportunity to play with, learn

from, and make contact with older musicians fronearlier house party generation at Nordic
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Fest, the effects of which have greatly benefiftedple working and playing music in this area.
Likewise, connections made between musicians djysgtva will continue to impact the music,

experiences, and knowledge gained by those involved

Even hosting a more formal festival that involvesvaaller and more limited
performance line-up than an event like Nisswa eftamn be an important resource to regional
musicians who are drawn to and are inspired by NMomaisic. Amy Boxrud, for example, cited
the influence of the Nordic Roots Festival, whiah from 1999 to 2008 and was held at the
Cedar Cultural Center in Minneapolis. “That wadlyea huge influence in my life to see these
really amazing Nordic bands in my own backyardjdadly. It would have taken years to hear
that many bands by going to Scandinavia, or youldvhave never heard them. | was so sad
when that festival folded because it's been nowwpte years since they've done it, but ... we
used to go every year ... . So | would say that mlaaemuch of a part of, you know as far as
influences and inspirations as anything” (intervigday 8, 2010). The Nordic Roots festival
invited roughly half a dozen, primarily Scandinaviausicians and bands over to the States to
perform a series of concerts at the Cedar at the&B8eptember each year, such as Sami joik
singers Wimme Saari and Mari Boine, Swedish baniseX, Hoven Droven, and Swap,
Finnish-Norwegian folk band Frigg, and Norwegiarrd#anger fiddler Annbjgrg Lien.
Unfortunately its limited scope did not appear aungtble beyond the ten-year run they enjoyed.
In 2009 the Nordic Roots Festival transformed thi Global Roots Festival, in part to take
advantage of a broader selection of internatiortata who were already making the rounds at

other music festivals in the region (Hobbes 2008).

Similarly, in a recent conversation | had with B&btto about the benefits of attending

Nisswa, she related a story from this past sumnméechw had not heard. It involved me
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directing a touring musician friend to get in toweith Vesterheim in order to arrange a last-
minute performance during his tour of the Midwé#t. contacted the museum just a few days
before he hoped to arrive and the museum talked Beth about whether she knew anything
about the band. Having not heard of them she wasteested in trying to set something up as
she was readying herself to travel north for Nissfsluck would have it, the band was also
performing at Nisswa that weekend. Beth saw ortaaif performances, was greatly impressed,
and immediately called Vesterheim to make sure toeyd arrange a concert in Decorah with
the group. In instances like this, even thoughvibdd of Scandinavian folk music is relatively
small, festivals such as Nisswa really work to amtrmusicians, inspire new ideas, and expand

audiences and awareness through new associations.

Indeed, Nisswa is considered one of, if not the,lfsandinavian music festival in the
US. The Nisswa-stdmman website boasts a numbestfbnials, one of which was written by
Carl Rahkonen, Music Librarian and Ethnomusicologidndiana University of Pennsylvania.
In 2006 he wrote, “There are many Scandinavianvast featuring food, dance and music, but
in my opinion the Nisswa-stdmman is the best Secevitinmusicfestival. It brought together
the largest concentration of Scandinavian musicidiagl ever seen in North Americk® The
pure focus on music and some concentration on dsetdéis festival apart from general
heritage celebrations like Nordic Fest—a weekenatdel to the commemoration of an entire
ethnic heritage rather than one aspect of it. Tdlk Music Festival organized by Marion Nelson
provided one early example of the potential aniethmusic festival has to bring musicians

together, forge friendships, and perpetuate attoadi

1202006 “Testimonials.” http://www.nisswastamman.stgmmal/testimonials.html. Accessed November 153201
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One specific way in which Nisswa expresses itstideas a music festival is the casual,
spontaneous gatherings of musicians scattered étberPioneer Village grounds throughout
the weekend. Small groups of musicians will mateeaunder the shade of a tree to talk or,
more commonly, exchange and learn tunes from ether.drhe multiple venues for individual
band performances, ample outdoor accommodationcasehl, park-like atmosphere contribute
to this practice, making it even easier for musisito make connections throughout the
weekend-?! Events like this are crucial for musicians of adfic ethnic heritage to keep their
music bound to the tradition. It is a space foditian bearers to gather when other forms of
communication prove themselves inadequate, arasittie potential to foster unforeseen
connections as well as future productions or pxegem efforts as we saw with Nordic Fest's

Norwegian-American Folk Music Festival.

Kari Grgnningsaeter, a Norwegian living and teaciNiogwegian at Luther College in

2005 wrote about her experiences attending Niss@&raraan that summer.

A participant from Norway, | was transported bagltite 1970s in my own
country, when we used to darg@mmeldansor old-time dances, in the cities as
well as in the countryside. We used to sign ugbfgrSaturday dances, or
leikfesteras we called them, as we wore our bunads andaatéidnal food like
spekemaandrgmmegrat... While dancing at the Senior Center in Nisswa,
Minnesota, | asked myself why | seldom go to damcégorway anymore. |
realized how much | missed it, and | noticed tHerimal way in which people
would join the dance here, much as we used to mvBlyp. Young and old out
there, in all kinds of clothing. You may know howdo the telespringar or the
gangar, but if you do not, it does not really matie Norway now, | find myself
most often inactive, listening to or watching pss®nal dancers. Not so at
Nisswa. ... So, ironically, at the 2008sswa-stamman.. | had to ask myself if |
now have come to the Midwest to find the real thi{2y

121 audiences might even catch a glimpse of a wandarinsician or two mingling with the crowds in betmesets
or stages. This was a feature of many of the eaMiedic Fest celebrations as well. “Strolling naians” as they
were called, were included in the Nordic Fest paogg and spent about three hours each day of themésdering
the streets of Decorah'’s business district entartgithe crowds.
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Although musicians are routinely venturing out tig$Wa each summer to learn new tunes and
to find new inspiration, wearing whatever cloththgy want, dancing in whatever way they
choose, there are elements of the gathering tleatksjo longstanding traditions of communities

gathering together to enjoy good music and mayke @gurn or two around the dance floor.

Kari Tauring, Creative Memory, and Tradition

Kari Tauring’s work, though it has less to do witle perpetuation of what we think of as
standard Norwegian American folk dance music, mpelling because of her beliefs regarding
the dysfunctions she sees in the Norwegian Ameigcammunity. Her work tries to rectify some
of that dysfunction and restore those cultural elets she sees as having been lost while
promoting Norwegian American culture in a novel walirough the prism of Inherited Cultural
Grief,*?2Kari reveals her powerful understanding of howrent ethnic or cultural traits
represent moments of trauma or deep dysfunctiatshtove built up and become engrained in a
culture over time. Uncovering one’s deep roots i@wdgnizing the dysfunctions which have
taken hold within oneself and one’s culture, steeds, are essential steps toward healing deep

cultural traumas of the past, which we have aletbd.

Part of Kari's ability to connect her ancient preriStian European heritage with her
post-immigration ethnic American identity is intiteby tied to her beliefs in inherited cultural

grief. She has carefully analyzed aspects of lerieidentity over time in order to fully

122 Also known as Historical Cultural Trauma, AncedBiief, or Unresolved Historical Grief (from
http://www.karitauring.com/teach-inheritedgrief. HfnAccessed October 5, 2013.



182

understand for herself and recover a broken arabdisected ancient Nordic past and identity.
Inherited Cultural Grief (IHG), “is the phenomenoinpassing unhealed trauma from one
generation to the next. IHG presents as dysfunatibehaviors sometimes so mild that we think
they are natural to the culture such as passiveeagige behavior or self depreciation.
Sometimes the behaviors are extreme such as amdiaethuse, and suicide” (Tauring, “Healing

Inherited Cultural Grief”).

One example of a cultural dysfunction in the NorimagAmerican community that Kari
speaks emphatically about is the Scandinavianofl@anteloven(“The Law of Jante”).
Janteloven refers to a set of ten “commandment’dtieryone should live by, which were
originally introduced in the 1933 nové@n flyktning krysser sitt spdA Fugitive Crosses His
Tracks). Written by Aksel Sandemose, who was bofeénmark to a Norwegian mother and
eventually made Norway his home, the novel isrséte fictitious Danish town of Jante, and
begins with the following rules, or laws, which gown the attitudes and behaviors of the town’s

residents:

. Du skal ikke tru at du er noe

. Du skal ikke tru at du er like s@ meget som oss
. Du skal ikke tru at du er klokere enn oss

. Du skal ikke innbille deg du er bedre enn oss

. Du skal ikke tro du vet mere enn oss

. Du skal ikke tro du er mere enn oss

. Du skal ikke tro at du duger til noe

. Du skal ikke le av oss

© 00 N o o b~ W N P

. Du skal ikke tro at noen bryr seg om deg

10. Du skal ikke tro at du kan leere oss noe
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. Don't let yourself think that you are anybodgsial

. Don’t let yourself think that you are worth ageh as us

. Don’t let yourself think that you are smarteauthus

. Don't fool yourself into believing that you dpetter than us
. Don’t let yourself think that you know more thas

. Don’t let yourself think that you are more imgaot than us
. Don't let yourself think that you are good ay#uang

. Don’t laugh at us

© 00 N o oA~ W N P

. Don’t let yourself think that anyone likes you
10. Don't let yourself think that you can teachamything
(Translation from Levisen 2012:148)

To back up a bit, Scandinavian countries have lmran known worldwide for their commitment
to building egalitarian societies. In Norway spexeifly, historical events led to the effective
elimination of an aristocratic class, which didraaj deal to impact the future social structure of
that nation. “The Black Plague of the mid-fourtdeo¢ntury reduced the population of Norway
by more than one-third, effectively destroyed trewegian nobility, and left Norway a nation
of subsistence farmers who struggled for more thancenturies to restore farms abandoned
during the Plague. It is not surprising that thequa circumstances of Norwegian history might
produce an egalitarian and cohesive society” (Aaaak Knutsen 1993:4-5%33 Scandinavians

are continually striving for equality. Although lmening an increasingly racially, ethnically,

religiously diverse region in recent years haslehgled Scandinavians’ views of themselves as

123 A summary of the work of historian T.K. Derry (3@ Short History of NorwayLondon: Allen and Unwin,
pp. 10-73).
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progressive and broad-minded, the steps they lakes in the name of gender equality are

generally considered to be the most forward-thigkinthe world.

The opposing view of this cultural commitment t@ktgrianism, however, holds that
striving to be essentially equal and to confornth® cultural standard can have the detrimental
effect of stunting creativity, achievement, andiwdlbalism. This is where Janteloven applies.
“Don’t let yourself think that you are anybody sj@¢ Sandmose’s argument was that in a
community of oppressive conformity the individusilimferior to the group and that all

achievement above the norm is looked upon withisisspand contempt.

Traditional woodcarver and retired professor ofWegian language and Scandinavian
fine handcraft at Luther College, Harley Refsailké this cultural modesty to language and a
largely rural environment within Norway, a traditisvhich carried over to America with

immigration.

Norwegian has countless ways of expressing thanl&ut.there is rather a dearth
of ways to express a simple “you’re welcome” to savhthose expressions of
thanks.

My mother, upon being complimented on, or thankeder food, would
typically respond with something like “oh, it's martg, ... | don’t know what
happened ... it doesn’t taste anything like it's saggal to ... | must have left it in
the oven too long,” etc. etc. That's a window iatoulture. People in a society
that was historically rural—in which most peoplestineach other—didn’t need
to trumpet their own accomplishments—they didn&dhéo engage in self
promotion. Everyone in that corner of the wdtltewof Clara’s excellent turkey
and dressing, Ellen’s excellent singing voice, lddlvartistry as a knifemaker,
Karen’s expertise as a rosemaler ... . They dide&dto blow their own horns. In
fact, custom dictated—and language phrases regder¢he downplaying of
one’s expertise, one’s skill. That was simply gémrn, the custom, and
responding to “that was a great dessert” by sasimply “Thank you,” instead of
beginning with the “oh no, it was just ...” routirlme off as bragging. (Refsal
2010:28, emphasis his).
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So, even though Janteloven was not published 1988, well after the great waves of
Norwegian emigration had already left, the cultyatterns were already well-entrenched
enough to have migrated to the US a generatiow@before. What's more, clear parallels to
these behaviors and codes within the Norwegian Aaercommunity have persisted in
subsequent generations. Garrison Keillor, the greatnicler of Scandinavian Minnesotans’
lives, wrote about the negative impact that thitucal code of Janteloven had on his community

growing up in a short story entitled “Who Do Youiiik You Are?”:

Minnesota was a repressive place to grow up intlaeek’s a lot I'd change, even
as | think about the sunny bygone days in Lake Wohe. The fear of being
different paralyzed every kid | knew, and there wadittle room for affection, so
much space for cruelty. People didn’t have enough Above all, we learned to
repress the urge to achieve and be recognizedysetie punishment for being
different was so heavy. It might be postponed fahde, but when it fell on you,
it fell hard, as when | wrote a book about MinnastdlledLake Wobegone Days
and the local newspaper put me in my place but gooey marked my front yard
with orange rinds and nailed a dead cat to thelpdrstarted to nourish the
thought of leaving for some place like Australtze farthest away you can go and
still speak English, and | longed to be a sweetge®d marsupial man who'’d
hang by his tail and cry out ecstatically whenewefelt like it, to hell with the
newspapet?*

Norwegian American humorist and author Art Lee nsadogtensive comments about the
reverberations of Janteloven in the Norwegian Aoaripsyche. In a section of his book
Scandinavians Are Very Modest Pegplee describes one of the major virtues tauglhtlaren
growing up in a Scandinavian American environmsmhodesty. “Modesty, self effacement,

avoiding forwardness and loudness and any dispoditi call attention to yourself were values

124 Garrison Keillor. 1989We Are Still Married London: Faber and Faber, p. 127. Quoted in AsadtKnutsen
(1993:10).
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insisted upon. It’s all right to be good, but nm good as that presents problems” (Lee

2004:134).

These cultural conventions fly in the face of wBatre Toelken has described as a
European American worldview built on the notionsdtt the individual is the basic unit of
society, ... that competition is an indispensable pragseworthy means to confront the problems
of life” (1996:267-8). Other scholars have notesl Ways in which Scandinavian characteristics
have historically harmonized with American valuas.early as 1911 Kendric Charles Babcock

wrote of Scandinavians who had migrated to America:

They are racially akin to the best in America; tlaeg mentally and
temperamentally detached from Old World dogmadgesaand animosities; they
are educated, hard-working, ambitious, and lawiabicand permanently
quickened by the conditions of American life. Theantributions to the social
structure of the commonwealth will be strength atadbility rather than beauty
and the delicate refinements of culture. They atdikely to furnish great
leaders, but they will be in the front rank of tasho follow men of light and of
spiritual force. They will be builders and contribts, not destroyers; their
greatest and most enduring services will be ad#esisteadying influence,
reinforcing those high qualities which are somesiroalled Puritan, sometimes
American, but which in any case make for local aational peace, prosperity,
enlightenment, and righteousness. (Babcock 1913109

High praise, indeed, but it speaks to the attituafébe hegemonic Anglo-Saxon “acceptance” of
the Scandinavian immigrant as highly assimilabte lmerican culture. Still, over fifty years
later, in 1967, notable Norwegian American lingiisiar Haugen echoed some of Babcock’s
words to a surprising degree: “Norwegians and #srendants of Norwegians have given of
their talents and energies to the building of Areriwithout being among the most spectacular
or glamorous groups. Their achievements have beea solid than dramatic, but even they do

have a number of famous names to their credit” daul967:31). The view of the
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Scandinavian American as a stable, hard-workingypadible element in late nineteenth and

twentieth century American society and culture b@sn a long-standing and accepted one.

Still, a Scandinavian American variety of Jantelopersists in spite of the pressures of
hegemonic American culture to achieve, stand owt,somehow distinguish oneself from the
group. The worry that these extreme egalitariasgarees will somehow stifle individual
achievement and creativity, however, is not theesa&ari objects to the basic ideas behind
Janteloven. Her concern lies with the loss of lineal acknowledgement of one’s achievements

and contributions to the group.

Kari: This whole idea that is perpetuated about eare “supposed to be” as
Norwegian Americans—this whole Janteloven thing-tthdalse. It's false.
It's political propaganda to keep us in our placeSo this is how we’re
supposed to behave to keep us in our place asd'titright. It isn’t true. We
lost our rituals around telling people the bestdglsiwe’ve done. This idea of
not bragging, you know. There’s an actual part bfoi?> where everybody
takes that horn and says, “Here’s the best stuéf dlone,” you know, Beowulf
did it. “I swam across the fjord and | killed tmsany giants,” you know. You
have to tell everybody what you’ve done or thosedydeeds don't get
layered into th&orlog and your luck doesn’t grow. Luck is this tangipket
of your soul piece, and it won’t grow and it wofiturish and you can’t pass
it onto your children unless it's known. Unless ygpeak it over a horn. So
it’s this loss of these ancient ways of doing i dnen the distortion of what
that would have been.

Anna: Well, picking on Janteloven, that's combajtalot.
Kari: It seems so beloved, you know?
Anna: It's powerful.

Kari: Yeah. It is and it's one of the most damagumeces of work | think I've
ever seen. ... This is damaging. This is how you Réepvegians feeling like
damaged goods. | have nothing good to say abotgldaan. [laughs]

125 A blotin Old Norse translates as a sacrifice to heagjoels, though in this case the ritualized sacrifiosf
alcohol.
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Anna: Yeah, ... I've always thought of it as beingdm the bone—

Kari: No, | think it's been beaten into the boneatlkhat we should go around
bragging about ourselves. That's not it. But that¢ should be an outlet for
us, a ritualized outlet for us to lay those womlshie well for the whole
community to hear what we’ve done.

Kari’'s exploration of her deep cultural and ethrdots gave her a framework for
understanding those aspects of Norwegian Ameriadiare which she feels are destructive.
Furthermore, by incorporating into her performanoesain aspects of a pre-Christian Nordic
tradition which have been lost, resulting in cudlurauma and dysfunction, she feels she has

received a positive response from the Norwegian Wgae community.

When | first started going out with this work | wjaist very nervous because |
didn’t want to be ridden out of town on the raif fleing some kind of witch or
anything. The reaction that | got from these wornmetie church basement
ladies—they would come up to me afterwards and wayld say, “I knew there
was something more for us women. | knew that oepdeot had strong,
important women in it. | just needed to know thacp.” It's almost as though
I’'m confirming for them something. The whole iddalas church basement lady
pecking order thing—I believe—started when it wadanger safe for thedlur
[plural of vblva to go traveling. When Christianity started comingand the late
Viking era got extremely patrifocal and women wéresspected anymore then
thevolur would seek refuge imgaard with chieftains and they would outrank the
chieftain’s wife. That's not okay. That was nota@od set-up. And that’s when ...
| think it started. A lot of this competivism. (Briview June 21, 2013)

Many of the missing pieces Kari is incorporatintpiher performances revolve around the role
of thevdlur in pre-Christian Scandinavia. She integrates aailiand physical anthropology,
history, and folklore into her performances, givirgy audiences both a connection to a myth-

filled past as well as an affirmation of an immigir&istory in the process.
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Years after her initial investigation into her deeots and inherited cultural grief in a
Norwegian American context, Kari turned her attemtio Norway, hoping to learn how mass
emigration and other significant historical evesffected the Norwegian psyche. Her
opportunity came in 2008 when a call was sent ouafnew reality television show to be aired

in Norway calledAlt for Norge(“All for Norway”):

That was the first time I'd been there, which wasT¥/. [Laughs] Which was
super cognitive dissonance, | know. ... What wasifasimg for me about the
wholeAlt for Norgeexperience was really how it all came about. Eeib writing
all sorts of grants to try and get there to sty inherited cultural grief aspect.
Ok. I know what ... dysfunctions live in my Norwegiamerican heritage. What
dysfunctions are there in Norway from having atigé people leave and from
also, historically having been severed from yowts8 First with the coming of
Christianity, second with the coming of the Refotiora, | mean that was really
hard on the Norwegians, and then the whole plagddteen Danes and the 400
Year Night, ... so what happened there? And ... | wasipg out a horn to
Freya—Freya has been the goddess, entity thaeh#dg been present in my life
since the early ‘80s when | started to wonder aboutieep roots. She’s sort of
... been [an] ever-present figure for me and | justl lof threw up my hands and |
said, “I don’t know how I'm going to get to Norwaynd do this work. How was
this going to happen?” And so as soon as my sistérought the Star Tribune
ad, “Wanted,” you know, “for a reality show,” | thght, “Thank you, Freya!” |
know that was my ancestors and digir,'26 Freya—it was like, how better to
study the inherited cultural grief than the dystiume of reality television? It just
was a perfect experience. (Interview June 21, 2013)

Through her experience on the show Kari becameitarmith practices and traditions that have
becoming entrenched in contemporary Norwegian saitimd which she feels are unhealthy,

such as alcoholism. These customs and attitudes-tHidsse stemming from Janteloven—

126 According to Anthony Faulkes& New Introduction to Old Norse%ed., Glossary and Index of Namdssir is
defined as “lady; goddess, valkyrie or norn (peshaguardian spirit?)” (Faulkes 2002:24). In thessethat Kari
uses the term it seems to take on more of a guaspigit meaning.
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originate from painful or difficult historical momes that she works to resolve through her work

and in educating the community.

This path toward healing deep cultural injurieads always easy, however. Kari has
been able to forge a personal connection betweea-&hristian heritage and an immigrant
tradition, which has enjoyed a largely positive anthusiastic reception among the broader
Scandinavian American community, but in Kari’s vidbve community has not yet made great
strides towards healing its cultural dysfunctiddsandinavian Americans remain deeply
invested in those behaviors, beliefs, and practitasnot only perpetuate harmful patterns, but
prevent the community from evolving in more pogtiinclusive directions. “An inability to
open up to change and new ideas is stunting thetgrof this community. It points to
dysfunction in théorlog of the Scandinavian American. ... Culture cligues @ueen Bee
Church Basement Ladi®$ combined with rigid adherence to ‘how we were taumakes for
an unwelcoming and unyielding community that ighé& moment, struggling for existence”

(personal correspondence, November 20, 2012).

Tauring’s answer to this is to not abandon the camity or its traditions, but to dig
deeper, beyond the immigrant past and explore eiertrheritage that has been obscured by

history and historical cultural trauma. “Languagengs and dances lead us back to our

127 The character, sometimes caricature, of the ChBastement Lady is based on the history of highfjanized
(bordering on micromanaging) women members of tddéran Church in America. Members of the Ladigsi A
Societies, these women spent a great deal of tdesHort forming committees, making sure the dozspects of
the church community ran smoothly, contributedeagdeal of money and aid for the needy, oftentinedd the
purse-strings of the congregation, and gatherethjmy each other's company, visit, plan events, dtcwegian
Lutheran authors Janet Letnes Martin and Suzarrméam) Nelson write about the church basementdaatiehe
driving force behind the church in their bo@owing up Lutheran“God knew that if there were going to be
growing, self-sustaining, active Lutheran ChurcimeBmerica, he would have to create a special gseui people,
so He created the Lutheran Church Basement Wond@&97¢129). For as much sway as the church basdeates
held in the church and for as much charitable wbely have been known to give, they are also cheniaed as
cliquish, gossipy, and occasionally caddy groupsa@fen who can make it difficult for anyone wishilogoperate
outside the “norm,” which is the perspective thariKs invoking here.
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indigenous tap root and connect us to something ded powerful; our identity, our unique
humanity. | also remind people, both Lutheran asdtAi, that ... my deep root is an extension
of or deepening of my Norwegian Lutheran Americdentity. My Norwegian Lutheranism did
not unravel as | pulled the ancient tapestry trsegd | mended them into who | was raised to be
and am now weaving the threads of who | am in aleyliealed way” (personal correspondence,
November 20, 2012). Using Norwegian American folksic and dance as a way of connecting
to one’s ethnic heritage can heal the dysfunctaitie community and strengthen the positive,
affirming aspects of one’s shared heritage. Inway Kari's perspective, though embedded in a
worldview that embraces a religious connectionnt@@acient Nordic past, is remarkably similar
to those who feel passionately about preservingoamehoting Norwegian American folk music

and dance.

Beyond turning to music and dance as an importathaod to connect to one’s heritage,
Kari also demonstrates through her personal stbo@s in the event that cultural traditions
become broken, we can recover pieces of our padtras creatively—to serve our present
identities and ultimately transmit culture. Thisisentiment expressed in Elaine Lawless’s 2009
Presidential Address to the American Folklore Syci8he expresses the act of drawing stories
together as creating a new landscape or map afahle. This, she asserts, is a new theory of
“landscape folklore—a visual and mental graphitheflandscapes that shaped us far earlier than
we can even remember. ... It is a failur@ur imaginationnot to be able to pull out significant
threads that offer sustenance rather than rejedtiwould argue that these threads of folklore are
often tenuous at best because all aspects of felidside in our memory and/or in the act of
narrative performance(Lawless 2011:128, emphasis hers). In her addragdess goes on to

discuss memory as the dynamic force in the twirslaifolklore and that we all take broken
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pieces of our own family histories and reconsttbhem into mosaic¥? healing fissures,

difficult moments, and painful associations in fitecess of creating something new and
meaningful. Kari’s narratives beautifully illusteathe creative and dynamic power of assembling
relevant memories into a cohesive narrative thateguthe interpretation of events or

circumstances and imbues them with significance.

Over and over again Kari illustrates how personal family-related experiences serve to
guide and shape her beliefs and actions, providevitle strength, and solidify her connection to
nature and her heritage. Her description of howaltaimNykken and Beatame about is one
example of how thoughtful collections of memoriesl @xperiences influence personal identity
and cultural bonds. Kari artistically integratesmagies to create a meaningful experience when
describing events in Norway during the filmingAdf for Norgeas well. In this telling Kari
credits feeling the presence of her grandmothergaealt-grandmother with helping her through
a very difficult moment during her time on the shdwe difficulty culminated in a competition
in which the cast participated in a rowing racelevisiting a Viking reenactment camp in the

town of Gudvangef?®

| was so alone, you know, this whole time | hacbne who understood anything
about where | was coming from and what | was fegéis | was going through all
of these different things over the three weeksweatvere filming. It was hard. It
was really hard. But there it went. ... So like Idsany grandparents had a unique
relationship with nature even though they weregyriLutherans. One time ...
when | was talking to [my grandmother], | said “Ykwoow, | have a really hard
time praying in church because | just want to sing sometimes | feel like

crying and—" and she’s going, “Yee.” You know, #ils feeling, girl. And so she
would say, “You go out and you pray in nature. T$athere Jesus would go and
do his most difficult times of prayer, the timesewh he really needed to pray

128 |_awless borrows the analogy of the “mosaic” frdva poet Terry Tempest Williams’s 2009 boBkgding
Beauty in a Broken Worl(New York: Vintage).

128 Kari Tauring’s great-grandmother on her materige £migrated to the US from this area and had baptized
in the local Bakka Church, which figures into herg.
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hard he went into the Garden of Gethsemane, he wgeint the mountain, he went
out in nature and you can do that, t00.” So asld gias always going out into
the woods and doing my praying there and just exaature answered back |
didn’t bat an eyelash at that. ... So | had develdpexthing and she showed me
the picture of Jesus praying at Gethsemane thalalags had in her living room
... So there I am in Gudvangen having just donedtagy thing of rowing under
the Bakka Church and finally the next morning teay “Oh, well we want to

film you in this church,” because they wouldn’t feé go in there the whole time.
I’'m like, “This is where my great-grandmother wagpbzed. I'm going in there.”
And they'’re like, “We’'re going to save it for a spa time. ... We're going to

film it.” So, the last episode ... they had me wagkon the shore and they had me
going to the different graves even though | knewenof my close relatives were
buried there or anything. But then | walked inte Bakka Church and there,
above the altar is a painting of Jesus at Gethseraad | just thought, “Oh!” |

just felt my grandmother and my great-grandmothisit them both. They had
my back. They were true disir, you know, come timgume through this
troublesome time and yeah, it was really powe(faterview June 21, 2013)

Experiences such as this draw power and meaning fiast experiences and memories in a
creative, though not arbitrary way. The act of wegsignificant memories together is shaped
by the transmission of tradition, in this caseoines in the form of spirituality, nature, and
prayer, though ultimately Kari interprets this cention through the lens of her neo-Pagan
religious beliefs. Lawless quotes artist Terry TestgVilliams: “Part of the nature of (hu)mans

is to recompose a unity that has been broken. Maosa way to organize your life. Making
mosaics is a way of thinking about the world. Mosaire created out of community” (Lawless
2011:142-3, quoting Williams 2009:31). Kari Taurggtories shape and organize. They restore
severed ties, create unity where we might not otisersee it, and, when viewed as a whole, her

narratives celebrate her traditions, even if skerjprets them in a novel and personal way.
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Thoughts on Authenticity and Survival

Several years ago | took a course on the diveriseres of the Upper Midwest and one of our
assignments that semester was to think about wiggbhss had come to ride great waves of
popularity in American popular culture whereas patkusic had not. The answer | gave was
rather vacuous, probably boiling down to some exfee to the hit Cohen Brothers movie and
resulting soundtraclOh Brother, Where Art Thou2000), and a sweeping comment like,
“People just think bluegrass is cooler than polkssim” My thoughts have returned to that
assignment from time to time, gradually recognizimgt the answer is much more complex than
| once suggested, that there are forces otherttieamovie industry that have been at work for
generations to contribute to this disparity in eggmtation on the national level. We gain a
wonderfully nuanced understanding of the bias tad@aouthern American roots music in
American culture in James P. Leari?slkabilly, and scholars and musicians working in the
roots music field outside of that region are oy familiar with the overwhelming favoritism
shown to southern roots music in America. It sgikee as important, then, to emphasize how
the musicians profiled here are providing a poweafiidote to the spread of an American roots

music monoculture.

Interest in local culture is gaining traction dhfieonts. People are showing appreciation
for the aspects of life that connect them backoimé and place; that affirm belonging and
identity. Though we are living in a world of unpeeiented technological innovation and
seemingly limitless access to information and eatement, people still find joy in community,

in honoring traditions that once helped to oridye in the world. We still look to those things
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that remind us of who we are, though we can algplgeappreciate things that fall outside of our

experience.

Authenticity is bound by tradition and shaped by tbmmunity, but it is also a personal
commitment that honors individual vision and crésti Below, Amy Boxrud eloquently
expressed her relationship with the pressuregsafésl to conform to some other measure of
authenticity or definition of tradition. Her thougtreveal a great deal about the formative impact
of folklore in our lives, placing her in the compaof Thurine Oleson and Orabel Thortvedt,
whose personal stories and family stories werdasely intertwined that historical fact and
objectively accurate portrayals of their lives wdeemed inadequate. As Kari Tauring said to
me, “when the church tells you you can’t expressmtiovement of the spirit through your body
then you squirt it out somewhere else.” If pers@wdhenticity is honored and achieved, the
forces of tradition and personal expression wiltifa way to move forward, in whatever form

they will take.

| used to feel almost funny about my strong inteire®ordic folk music ... ‘cuz |
felt like, why? ... I'm an American, so why do | hatles strong interest in
Nordic folk and | felt ... like | was sort of geeky a way. Or why not have—you
know there’s such a strong bluegrass scene in $ard Country and Alt-
country ... and | really enjoy it but | don’t haveetkame connection to that that |
do as Nordic music and for a while | was like whyhat? But | realized that ... it
really is my folk music, too. My background is 10@éandinavian and | don’t
come from a bluegrass tradition and | don’t conoenfia gospel tradition or a
country—you know that’s not where my family herigag. ... | literally grew up
with my grandparents playing these records. My dpanvas old when | was
young and he would sit in the afternoons and weuiidon these Finnish dance
LPs and he would sit and listen to them so thily@as the folk music of my
childhood. And I think | just had to kinda realiteat it's legitimate. And | don’t
know if it was just part of stumbling into that TwCities scene where everybody
had their lineage and if you hadn’t studied in Sttaavia then maybe the music
you were making wasn't as legitimate or whatevat,lfjust had to kinda make
my peace with it that this really is my music ... lewer it comes out. However
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it's expressed it's a legitimate expression of mjuences. (Interview, May 8,
2010)
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