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Bicentennial project that's also about bringing 
Americans together-the Festival of American 
Folklife. Different people coming together for a 

common purpose-to live, to work and to 
play-is a magnificent human enterprise. It's at 

e heart of our heritage, and it's the reason 
why we have faith for the future. 
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The Cover- 
Stitched Story 

The story of the cover begins September 
1975 when Festival Designer Janet Strat- 
ton traveled to Belzoni, Mississippi, home 
of Mrs. Ethel Wright Mohamed to commis- 

sion a tapestry to represent the Bicenten- 
nial Festival. 

Mrs. Mohamed had been a much ad- 
mired participant during the 1974 Missis- 
sippi presentations at the Festival and fol- 
lowing that experience created a work that 
now hangs in the State Archives in 
Jackson. She became an artist only over 
the past 10 years while looking for some- 
thing to do after the death of her husband, 
Hassan, a Lebanese who became a dry- 
goods store owner in Mississippi. Her work 
tells the story of her life through need- 
lework. It is an unusual cultural combination 
of America's Mid-South, her home in Web- 
ster County, and the world's Mideast. Her 
elaborately detailed creations range from 
one showing her husband riding the blue- 
bird of happiness after they were married, 
looking for a pot of gold at the end of the 
rainbow (the pot they found was full of chil- 
dren, no money) to a massive work telling 
the story of the Third Crusade with knights 
and Moslem warriors and horses. 

During two sun-filled days when cotton 
was in bloom, Ms. Stratton, and Mrs. 
Mohamed, working on a 6 foot section of 
butcher paper, and using actual glossies of 
the Festival, laid out the details of each area 
conforming to the site. "We worked over 
such details as headdresses, footwear, 
types of musical instruments and interac- 
tion of participant and visitor." For the next 
six months Mrs. Mohamed worked on her 
stitchery (she never removes a stitch) send- 
ing color snapshots as progress reports. 

The finished work was received by the 
end of February, photographed im- 
mediately for the tover and then mounted 
for display at the Festival. 

After September it will become a perma- 
nent part of the National Collection. 

Doris Bowman, Curator of the Smithso- 
nian's Division of Textiles calls Mrs. 
Mohamed "a real artist with stitches. She 
has an extraordinary sense of color, a 
deeply creative use of stitchery and a rich 
use of humor in her work." 

AL COMMEMORATION 
In Celebration . . . 
by S. Dillon Ripley 
Secretary, SmithsonJan lnstitutlon 

This is .,,- - ,,,. . .,>at the Smith- 
sonian Institution has invited the oeoole of 
the United States to come and enjoy our 
Festival of American Folklife. As i look back 
over the comments I have made on similar 
occasions during the past nine years, it 
seems to me that some are still pertinent 
and that, in this period of recollection and 
determination that we call the Bicentennial, 
some are perhaps worth saying again. 

". . . Folk culture, transmitted orally or by 
imitation, supplies the raw material and en- 
ergy from which fine arts culture takes its 
nourishment; yet, we in America know rela- 
tively little about this culture. . . . As late as 
the 1930s, there was a common belief that 
America had no aesthetic tradition of its 
own and that this country had never pro- 
duced a culture in which the arts could 
flourish. We know today that such a culture 
has been our heritage. We hope that this 
Festival will serve to bring American people 
more fully in touch with their own creative 
roots, and that from this acquaintance the 
way may be pointed towards a richer life for 
some and a more meaningful understand- 
ing of the roots of our society. . . ." (1968) 

". . . A museum should be an open expe- 
rience. People should be flowing in and out 
of the buildings, experiencing a sense of 
connection between their own lives and the 



history of their culture. And so, when they 
come into the Smithsonian museums, 
rather than feeling that they have walked 
through some invisible barrier into the past, 
they should enter without any sense of a 
barrier, carrying the present with them and 
realizing that the past is alive, that the past 
is a part of them, and that the past has 
messages for them. . . ." (1971 ) 

". . . We are a conservation organization, 
and it seems to us that conservation ex- 
tends to human cultural practices. The pos- 
sibility of using a museum that is essentially 
a historical documentary museum as a the- 
ater of live performance where people ac- 
tually show that the objects in cases were 
made by human hands, and are still being 
made, practiced on, worked with, is a very 
valuable asset for our role as a preserver 
and conservatory of living cultural forms, 
and it should be understood in those terms. 
It is not a kind of razzle-dazzle, a vaudeville 
show that we put on. It is, rather, a demon- 
stration of the vitality of those cultural roots 
which surround us and are so often over- 
looked. . . . It is worthwhile being proud, not 
fiercely proud, but gently and happily proud, 
of the continuance of these cultural roots 
and their observances and practices which 
we celebrate. . . ." (1973) 

The Smithsonian Institution, in its pres- 
entation of the Festival of American Folklife, 
has been attempting for ten years to dem- 
onstrate some of the possible ways to inter- 
pret these ideas. Our Festival is only one. 
What we have hoped-and have seen 
come to pass in many placesis that our 
Festival would illustrate the many roads to 
the better understanding of our varied cul- 
tures, that our visitors would return home to 
create their own celebrations out of their 
own cultural resources in their own local 
museums and schools. In the summer of 
the Bicentennial, may you find at our Festi- 
val not only a shared delight in the beauty of 
craft, music and dance, but a deeper com- 
mitment to the creative energies which 
everywhere inform the human spirit. 

Of Our National Heritage . . . 
by Gary Everhardt 
Director, National Park Service 

The story of America is the story of many this year's program is the culmination of 
people who settled a new land, helped it nine years of Festivals on the Mall. 
grow, and fought to keep it free. Some of You will find here 200 years of music and 
these people are well known to every- dance, crafts and food, based on rituals and 
one--heroes like Washington and Lincoln traditions in some cases even older than 
whose monuments overlook this Festival. the nation itself. You will find here people 
Others, who developed the homely skills who out of their daily toil weave a unique 
that we celebrate here, will forever be pattern of living which has become our 
anonymous. All were guided by the same cherished heritage. Everywhere you look 
beliefs: that each person is entitled to pur- there will be America--even in the per- 
sue the lifestyle of his choice. formances of our friends from abroad, 

The Festival of American Folklife is an whose national traditions have contributed 
expression of these beliefs that we are dif- so much to the richness of our own culture. 
ferent in many ways, but we are still one A ~ - ~ ~ ~  think about our heritage during 
nation, one people whose individual dif- ,,isits with the many participants in this 
ferenceshave helped shape agreatnation. year's Festival, we hope you will enjoy the 

The National Park Service is pleased to familiar beauty of its setting, the National 
combine our resources and talent again ~ ~ 1 1  and the adjoining new Bicentennial 
with the Smithsonian Institution in bringing Gardens. 
to the National Mall this Bicentennial edition ~ h ,  ~ ~ 1 1  has a unique history of its own 
of the Festival of American Folklife. A major and has been the site of many events of 
celebration for the nation's 200th birthday, significance in our history. 

I 
In recent years it has taken on a new 

importance as we become more environ- 
mentallv aware of our beautiful parklands 
and concerned about protecting them from 
overuse and pollution. The millions of 
Festival-goers and others who gather at the 
Reflecting Pool each year make the area a 
natural laboratory for testing ways of mak- 
ing mass use compatible with environmen- 
tal preservation. You will see only light- 
weight, non-polluting electric vehicles used 
on this site. Their practicality was demon- 
strated here in past Festivals, and their use 
is now being adapted to other parks. Your 
seats at the main stage are recycled logs, 
and the grass you walk on is being main- 
tained with new methods to help it recover 
from millions of footsteps. 

And so we have a beautiful setting for this 
depiction of our colorful and durable na- 
tional heritaae. 

~elcome?o the National Mall and to this 
three-month tribute to the skills and ac- 

& complishmenfs of the ordinary people who 
have made our 200th birthday a true cause 
for celebration. 

The Spirit of '76 
by George Meany 
President, AFL-CIO 

In 1976 America celebrates its bicenten- 
nial-the 200th anniversary of the birth of 
freedom on this continent. One hundred 
years ago, when America celebrated its 
centennial, the theme was the industrial 
revolution-the machines that run the 
country, not the people who built it. 

This time it is going to be different. 
Machines, buildings, monuments are not 
what makes America great. It is her 
people-the workers who build, clothe, 
feed, communicate, entertain and transport 
US. 

Present at the birth of this country were 
the craft workers of Boston, who refused to 
work for the British troops and demanded 
the same rights as landed English gentry. 
Prominent in the building of America were 
the mechanics of Philadelphia who formed 
a workingman's party to fight for free public 
education and an end to debtors prison. 

It was precisely that free public educa- 
tion, secured by working people in the early 
19th Century, that fr'eed American workers 
from the tyranny of ignorance and permitted 
full development of this country's precious 



human resources. 
History is filled with examples such as 

these, where workers demanded and 
fought for their rights, thus enriching the 
rights each of us today enjoys. 

That involvement continues unabated, 
as America's free trade union movement 
daily exercises the First Amendment rights 
of freedom of speech and freedom of as- 
sociation so vital to a democracy. Freedom 
is made secure only when citizens exercise 
their rights vigorously. 

The events of today are so important and 
consume so much of our attention that 
Americans sometimes forget to look back, 
to reflect on the people who built America. 
This bicentennial celebration offers every 
American the opportunity both to look back 
with immeasurable pride on how far we've 
come as a nation and to look forward to 
rededicate ourselves to the tasks that lie 
ahead-to the continued buildina of - 
America. 

The AFL-CIO, the largest free trade 
union center in the world, is proud to partici- 
pate in the Working Americans exhibits of 
the 1976 Festival of American Folklife. We 
are proud of the workers whose skills you 
will see and the heritage that today's work- 
ers share with the patriots of 1776. 

To working Americans, the Spirit of '76 is 
as alive today as it was 200 years ago. 

OF PEOPLE AND THEIR CULTUR 
. . . And the Pursuit of Happiness . . . 
by Alan Lomax 

How can we maintain the varied artistic 
styles which help to make this nation an 
agreeable place to live? One senses on 
every hand the oppressive dullness and the 
psychic distress of those areas where cen- 
tralized music industries, exploiting the star 
system and controlling the communication 
networks, have put the local musician out of 
work and silenced folk song, tribal ritual, 
local popular festivities and regional cul- 
ture. 
Scientific study of cultures, notably of their 

languages and their musics, shows that all 
are equally valuable: first, because they en- 
rich the lives of the people who use them 
and whose very morale is threatened when 
they are impoverished or destroyed; sec- 
ond, because each communicative system 
(whether verbal, visual, musical, or even 
culinary) holds important discoveries about 
the natural and human environment; third, 

because each is a treasure of unknown po- 
tential, a collective creation in which some 
branch of the human species invested its 
genius across the centuries. 

The only way to halt the loss of our na- 
tional cultural heritage is to commit our- 
selves to the principle of cultural equity, as 
we have committed ourselves to the princi- 
ples of political and social equity. Thomas 
Jefferson was certainly thinking of cultural 
equity when he wrote in the Declaration of 
Independence "that all men are created 
equal and endowed with the inalienable 
right to life, liberty and the pursuit of happi- 
ness." We now understand that Jefferson's 
luminous phrase means more than the right 
of the individual to "do his thing." It means 
the right of every communityor ethnicgroup 
to its own way of life, its own culture--the 
group heritage, customs, art and language 
that gives every human group its sense of 
identity, continuity and satisfaction. The 
importance given to national unity and 
quick communication has caused this na- 
tion to forget or devalue these all-important 
cultural differences, which are, in the Jef- 
fersonian phrase, inalienable human rights. 
The rich variety of accent, of posture, of 
song, and of local custom has too often 
been sacrificed to mainstream conformity. 
Our ethnic heritage has not been melted 
down, but it has been degraded. Indeed, 
the pace of reduction of cultural differences 
has so accelerated that many assume their 
total disappearance. Yet there is another 
trend afoot. Culture pattern is tough, be- 
cause it is both invisible and omnipresent. 

Alan Lomax, co-founder of the Archive of 
American Folk Song at the Library of Congress, 
has engaged in major collecting activities in 
North America and Europe. He was one of the 
principal architects of the American folk song 
revival, as editor of the first albums of field 
recordings as wellas the first oral histories in this 
field. As Director of the Cantometrics Project, 
Columbia University, he is now involved in 
cross-cultural study of world patterns of 
expressive behavior. 

We can retain our varied ways of pursuing 
happiness if we take pains now. 

Afirst move against cultural pollution is to 
give all cultures a) afair share of time on the 
airwaves and b) time in the classroom. 
When country folk, urban ethnics, or tribal 
peoples hear or view their own traditions, 
projected with the authority generally r e  
served for the ouput of Madison Avenue, 
and when they hear their traditions taught to 
their own children in school, something 
magical occurs. They see that their expres- 
sive styles are as good as that of others 
and, if they are permitted, they will continue 
them. 

During the 1920's a few southern radio 
stations began to broadcast the music of 
the Appalachian mountains. Local audi- 
ences bought the products advertised on 
the programs, so that other southern sta- 
tions followed suit, and today we have a 
vigorous modern southern rural musical 
tradition with several indigenous forms of 
orchestration that match in virtuosity the 
storied orchestras of Spain and central 
Europe. This occurred because talented 
carriers of a folk tradition were allowed to 
have their share of broadcast time. 

Another instance--the flowering of Black 
orchestral musical in New Orleans-ame 
about because Black musicians found 
steady, high-paying jobs and prestige in the 
amusement district, and they had time to 
reorchestrate and then record this-local 
music for export to the whole world. 

The Festival of American Folklife marks 
a further step forward. Our folk artists 
and craftsmen-the fiddlers, the blues 
guitarists, the blanket weavers, the cooks, 
the Mariachi musicians, the telephone 
linemen-brought from all over the United 
States and set down in the midst of the most 
powerful national symbols, step out onto 
the middle of the stage to receive the atten- 
tion they deserve. They return home, 
str~nger in their own eyes and more re- 
spected in their own communities. The 
principal effect of the Festival seems to be 



in this validation of local culture and of local 
folk artists. 

By giving every culture its equal access 
to audiences, its equal time on the air, and 
its equal weight in education, we can come 

1 closer to the realization of the principles of 
Jefferson's declaration. Twentieth-century 
communications systems and recording 

, 
i devices, in fact, make it possible for the oral 

traditions to reach their audiences, to estab- ' lish their libraries and museums, to pre- 
serve and record their songs, tales, and 
dramas directly in sound and vision without 
writing and printing them in another me- 
dium. So today we see Native American 
tribes recording for their own archives their 
own sacred literature, broadcasting age-old 
sacred rituals over their own local radio sta- 
tions for the spiritual refreshment and edu- 
cation of their youth. 

Thus, neither universal education nor 
communication need necessarily destroy 
local traditions, provided that the many cus- 
toms and the many media channels we 
possess are shared so as to provide sup- 
port for a multiple heritage. But the cultural 
myopia of the past must be put aside so that 
the unwritten, non-verbal traditions may be 
endowed with the status and the space they , deserve. 

The next hundred years should put the 
! principle of cultural equity on a par with the 

principles of political liberty and social jus- 
I tice on which our national life was founded, 
I so that every region and every group may 

pursue happiness in its own way. 

This article was adapted from "An Appeal for 
Cultural Equity" that appeared in the UNESCO 
Journal, The World of Music-Quarterly Journal 
of the lnternational Music Council, in association 
with the lnternational Institute for Comparative 
Music Studies, Volume XIV, Number 2, 1972. 

Our 200th Birthday: What We Have to Celebrate 
by Margaret Mead 

The best thing about a summer festival is sion. To give ourselves over to celebration world. In the application of science to 
that we can celebrate out of doors in green and enjoyment, even on our 200th birthday, technology we were already finding our 
places where many people can come say the critics, is callous and heartless. place among the leaders. 
together-men and women, young people It is quite true we are living through dif- The Centennial Exposition gave us a 
and old people and very little children, ficult times. But life does not stop for difficult chance to be proud-justifiably proud. As 
families and friends and strangers, echoing times. The celebration of our 100th an- we can now see, looking back, a principal 
one another's pleasure in the event. That is niversary as a nation also took place in a aim of the exposition was to display our 
the style we set long ago for the annual time of trouble. In 1876, the country was still accomplishments in the production of ob- 
celebration of our country's birthday. The struggling to recover from the devastation jects, both in the fine arts and in industry 
Fourth of July is pre-eminently an outdoor and deep division of the Civil War. In addi- and technology. What we particularly 
holiday-a day for family picnics, a day for tion, Americans were faced with problems wanted to demonstrate to ourselves and to 
celebrations on the greens and commons of political corruption and with the effects of the world was that the United States, after 
and plazas of villages and small towns, a a disastrous recession. It was not a good only 100 years of nationhood on a new con- 
day for outdoor games and for fireworks at time. But taking pride was a good thing. We tinent, could stand alongside the greatest 
dusk, a day on which people gather to enjoy gained strength and looked to the future. European industrial nations. 
themselves and one another. The celebration of our country's 100th Today we have become critical of 

So it is especially appropriate that one of birthday, in 1876, which reached its climax technology. And if we compare our 1976 
the principal ways we have chosen to cele- in the Philadelphia Centennial Exposition, festival celebrations with the festivities of 
brate this year of America's 200th birthday was very different from our Bicentennial in the Centennial Exposition, what is most 
is with outdoor,.summertime festivals. And its central emphasis and in the part played striking is the change in emphasisfrom ma- 
it is even more appropriate that in these by everyday Americans. More than 8 mil- terial objects to human beings. Then the 
festivals we celebrate ourselves as a lion people-foreign visitors as well as celebration focused on the marvels of the 
people-as Americans--in all the extraor- Americans-flowed into Philadelphia be- things Americans had made and the new 
dinary diversity of our inheritance, our tween May and Novemberof 1876. Butthey objects and processes that were still in an 
present-day lifestyles, the kinds of work we had no active part to play. They came as embryonic stage of development. Today 
do and the entertainments we have kept spectators, to marvel. we are celebrating people. 
alive out of our so-varied past or have newly One of the high points of that exposition The Festival of American Folklife is a 
fashioned for ourselves in every region of was a magnificent display of paintings and case in point. This Festival is taking ljlace 
our land. As people holding these festivals sculpture, porcelain and textiles from on the Mall during the summer of 1976, in 
we are at one and the same time the cele- Europe and theorient. For most Americans the green and open space between the 
brators, the audience and the objects of this was their first opportunity to enjoy great Washington Monument and the Lincoln 
celebration. art, including the workof living artists. It was Memorial. The Mall has been called the 

Yet almost everything to dowith celebrat- also the first national occasion at which "axis of the nation." In a sense this national 
ing the Bicentennial this year has aroused American artists and sculptors could exhibit festival also is an axis. Forthe people taking 
criticism from many people. This is not a within a brilliant international context. For part in it are gathering from all over our 
time to celebrate, these people say. We the great American museums of fine arts country and many foreign lands, and, once 
have seen a President resign. The tragedy were still in the making, and began to open it is over, they will stream away to other 
of the Vietnam war continues to haunt us. their doors to the public only in the decade festive celebrations. 
We are in the midst of an economic reces- after the centennial exposition. In the year of 1976, Native Americans are 

Equally memorable-and probably far coming to Washington from every area of 
Margaret Mead is a world famous anthropolo- more exciting for a great many the country, celebrating their ways of living 
gist and a molder of opinion in a wide variety of 
humanistic fields, She has written prolifically in Americans-was a tremendous display of both in the lost past and in the modern 
anthropology and the social sciences and has every kind of industrial and commercial world. Ethnic Americans of the most di- 
pioneered in the use of film as a way to study technology, brought to the exposition from verse cultural heritages are joining together 
culture. Among many honors, she last year 
served as President of the American Associa- all over the industrialized world of the 19th with their contemporaries from the lands of 
tion for the Advancement of Science of which century. In this display Americans shone as their cultural origin. Black Americans are 
she is now Chairman of the Board. experts who were as innovative and ac- celebrating with their cultural cousins from 

complished as any in the contemporary Africa and the New World. Working Ameri- 

5 
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A Festival to Cherish Our Differences 
by Ralph Rinzler 

In 20th Century America, Christmas and 
New Year along with a super-bowl game, a 
department store promotion, and a t.v. run 
of Bogart films are all called "festival." The 
word is used soloosely we tend to overlook 
the serious regenerative function of festi- 
vals in early civilizations. 

Festivals developed to strengthen 
people's sense of community by ritualizing 
common experience. The word itself comes 
to us from two related Latin words, festus, 
joyful and festum, feast. Some contempo- 
rary festivals continue this dual tradition of 
joyful celebration and feast, offering many 
venerable traits and haps of our most an- 
cient seasonal holidays. 

The universally shared contemporary 
festivals, Christmas and New Year, have 
roots in pre-Christian Syria, Persia, Greece 
and Rome. The very date, December 25th, 
long had been celebrated as the nativity 
feast of the Persian sun king, Mithra, when 
in 275 A.D. Roman Emperor Aurelian es- 
tablished it as the Birthday of the Uncon- 
querable Sun. Originally this Roman holi- 
day was the Saturnalia stretching from De- 
cember 14th to the 27th. Then masters and 
slaves were granted temporary equality, 
gifts exchanged, possessions held, all labor 
except cooking and baking was sus- 
pended. Within a week followed the 
Kalends, or New Year Festival, sporting 
many of the symbolic traditions wecontinue 
to observe today: evergreens, fires and ta- 
pers, banquets and gifts. Because it fulfills 
basic human needs, this mid-winter festival 
has endured for thousands of years. In the 
darkest and coldest season of the year, 
evergreens signify the continuity of life; fires 
and tapers bring the reassurance of warmth 
and light; gifts and banquets bring people 

together to reaffirm their shared beliefs in 
the sun, but more significantly in each 
other-in their unity as a family or, on a 
larger scale, a political unit. 

We may feel that the commercialization 
of seasonal celebrations overshadows their 
original purposes. But today, religious and 
secular festivals with songs, dances, pro- 
cessions, costumes and masks, and spe- 
cial foods and structures, sustain people 
spiritually on every part of the globe. Inter- 
nationally, Mardi Gras, like the Roman 
Saturnalia, levels caste and social barriers. 
Strangers come together in a framework 
which encourages socialibility, stresses 
common heritage and interests. As one so- 
ciologist noted: "Society is able to revivify 
the sentiment it has of itself only by assem- 
bling." 

From time immemorial, then, the world's 
peoples have learned the importance of 
setting aside work for seasonal re- 
creations. The Folklife Festival continues 
this ancient tradition of festival. It is re- 
creation in two senses of the word. First, as 
refreshment, it is recreation for visitors and 
participants who leave off regular work and 
join in celebration. But in the second, more 
interesting sense, we re-create the en- 
couraging atmosphere of social and per- 
sonal interchange. Processions, costumes, 
old recipes, songs, dances and stories are 
re-created anew in a situation where all can 
join together to learn, share and exchange. - 

Unique to this Festival is the work of the 
professional staff of folklorists. They have 
studied the context of many traditions on 
their field trips in order to re-create an envi- 
ronment on the National Mall which sug- 
gests the familiar surroundings of the per- 
former's home or communitv. This encour- 
ages workers, story-tellers, inusicians, and 

Ralph Rinzler, Director of the Folklife Festival dancers to present their most precious tra- 
since its inception in 1967, came to the 
Smithsonian from the ~~~~~h Folk Foundation ditions in the relaxed manner associated with 
wherehese,,,edas ~jrectorandfie/dworker, H~ home or work sites. As visitors, you contrib- 
has worked as a performer and fieldworker ute to this re-creation of context, particularly 
throughout the U.S. and in many paHs of the if YOU share the cultural background of the 
world. performers. You may know the language, 

dialect, songs, dances and familiar ways of 
relating to the performance. For example, 
when a Black preacher is "borne up" by a 
congregation in a church setting on the Mall 
the hymns are sung by hundreds instead of 
dozens. If you know a song or dance, join in 
and the barrier between audience and per- 
former will disappear. Others who don't 
know, will learn and join. The artistic level of 
performance rises as the audience demon- 
strates through participation that two-way 
communication has been established. The 
event forges a community out of a passel of 
strangers. As a festival should, it affirms a 
serise of communitas. Formerly, this expe- 
rience of sharing and participating in tradi- 
tional celebrations or work practices of an 
in-group has been the privilege of field 
workers in the social sciences. The Festi- 
val, avoiding an entertainment approach to 
culture, seeks to serve as a window into 
community. 

We tend to thinkof the Festival's effect on 
the public and overlook its impact on parti- 
cipants and their communities. The Smith- 
sonian, as the national cultural institution, is 
an arbiter of taste and through the Festival 
acts as the cultural advocate of participants 
and cultures presented on the Mall. In our 
nation, where commercially dominated 
media determine the direction and acceler- 
ate the rate of culture change, this cultural 
activist role of the national museum is deci- 
sive. 

Today, after nine years of Festivals, indi- 
viduals, groups and entire areas of culture 
which had been unrecognized are more a c  
tively appreciated and supported by local, 
state, and federal grants and programs. As 
a consequence, the growth and develop- 
ment of creativity as well as scholarship are 
fostered. Since the inception of the Festival 
musicians and craftsmen presented at the 
Smithsonian have received national and in- 
ternational acclaim. Edgar Tolson's carv- 
ings were never seen outside of his native 
Kentucky before his 1968 appearance at 
the Smithsonian; he is now represented in 

many rnuseufnsincluding the Smithsonian 
and the Whitney. Cajun French is now 
being taught in Southwestern Louisiana 
schools and the musicians from the area 
have visited Mexico, Canada, France and 
major U.S. cities and university campuses. 
State festivals and folklore programs have 
been established in most of the states fea- 
tured at the Festival over the years and "Old 
Ways in the New World" appeared as a 
course offered in the University of Pennsyl- 
vania's Department of Folklore and Folklife 
immediately after its introduction to the Fes- 
tival in 1973. The AFL-CIO Labor Studies 
Center is planning a pilot project in the col- 
lection of occupational folklore like that 
presented at the Festival, and avariation of 
our Family Folklore Program is being estab- 
lished this year at Philadelphia '76, that 
city's Bicentennial Folk Festival. The Na- 
tional Endowment for the Arts has instituted 
two granting programs in folk culture and 
Congress, whose increasing awareness of 
the richness of our folk culture grew directly 
out of exposure to the Festival, has passed 
legislation establishing a National Folklife 
Center at the Library of Congress. Through 
these few examples of Festival spin-off it is 
clear that we must first understand how our 
differences strengthen us. Then we can ac- 
tively pursue means for benefitting from our 
differences rather than overlooking or 
eradicating them. 

In the fashion of the ancient festivals, we 
Americans gather on nationally sacred turf 
at the base of our 19th century Capitoline 
between a neo-classic obelisk and a doric 
columned temple for an important reunion. 
As we face the serious world problems of 
energy, the environment, economic and in- 
ternational tensions, it is the more crucial 
that we reaffirm our pluralism and cherish 
our differences while singihg each others' 
songs. 



LOOKING AHEAD 
A Challenge for the Future 
by James R. Morris 

In 1967 the Srnithsonian Institution estab- 
lished a Division of Performing Arts for the 
purpose of bringing life to the collections of 
the National Museums and to present pro- 
grams that explored the American aesthetic 
experience. In those Spring days ten years 
ago, I remembered historian Constance 
Rourke who had reminded us that, as late 
as the 1930s there was a common belief 
that America had no aesthetic tradition of its 
own, and that this country had never pro- 
duced a culture in which the arts could 
flourish. 

Ms. Rourke was not referring to a com- 
monly held belief about the urban enclaves 
where theater, music, dance and graphic 
arts flourished, but to a belief about the 
nation as a whole, and to a state of mind 
and spirit that was representative of Ameri- 
can society. 

We as a nation had developed a pattern 
of behavior toward the arts which reflected 
the cogency of Ms. Rourke's observation. 
We had accepted the idea that we had no 
aesthetic tradition of our own, and had de- 
veloped the habit of importing our art. To be 
sure, we are part of the western world, but 
because of our insecurity we had become 
its captive. 

This insecurity had caused us to contrive 
an intricate array of labels which severely 
conditioned our way of looking at ourselves. 
A place called a cultural center defines, by 
the nature of its programming, what culture 
is. An arts organization has defined, by the 
pattern of its support and programs, what 
art is. 

Throughout our educational system, 
courses titled Art History or Music Apprecia- 

James R. Morris established the Division of 
Performina Arts which ~roduced the first 
Festival in1 967. He is the principal executive 
responsible for performing events at the 
Smithsonian including the Festival, the 
Smithsonian Jazz Program, the Smithsonian 
Collection of Recordings and a wide variety of 
pmgrams in contemporary music, chamber 
music, theater and dance. 

tion ignore all but a narrow strip of the na- 
tion's art and music. 

A local radio station whose programming 
was primarily symphonic, operatic and 
chamber music used to identify itself as 
"the good music station," as though to 
imply that other stations were playing bad 
music. 

Other media contribute to this attitude, 
transmitting their notions about culture in 
their reporting and criticism. 

In 1967 the Smithsonian began to ex- 
plore and present American folk culture, to 
investigate our own aesthetic traditions, 
and, by implication to embark on a period of 
examination of the cultural establishment 
as a whole. We called our presentation the 
Festival of American Folklife, and through 
the years it has grown until now, in the 
Bicentennial summer, the Festival will run 
for 12 weeks and will have some 5,000 
participants. Thus, the Bicentennial Festi- 
val is the largest cultural event of its kind in 
our nation's history. 

When we present live folk artists on the 
Mall in Washington under the sponsorship 
of the National Museum, we attempt to chal- 
lenge a narrowness of cultural outlook and 
provide for public examination the forms of 
expression that are diverse and complex, 
as well as simple and well known. We place 
a value on the participating folk artist by the 
act of our invitation. By recognizing cre- 
ativity as a human force, we take the first 
step in providing an access to art for all 
oeode. 
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What have we accomplished in this dec- 
ade of exploration? Well, we have paid trib- 
ute to tradition, not just as the ties that bind, 
but as the wellspring of art. We have com- 
piled a primary catalogue, a sampler of the 
expressive forms which emerge unselfcon- 
sciously from the home, the places of work 
and the centers of community life. I hope we 
have caused people to reconsider their 
concept of creativity. I believe we have 
begun a long delayed redefinition of our 
understanding of culture. 

If this is true, and if there is a new, emerg- 
ing definition of culture, then this definition 
will recognize that to be creative is a natural 
human urge, and thus we may see art as a 
comfortable and logical extension of our 
own personal experience, and not some 
exotic facade or acquired taste. Once we 
have all been included in the experience of 
creativity, we can recognize the role that art 
plays by providing us a way of making 
sense out of our experience, and of reaf- 
firming our value as human beings. 

Taken a step further we may personally 
experience an age old phenomena, the 
interdependence of the artist and his world. 
One of the strongest and most discernable 
models of this interdependence is found in 
the relationship which exists between a folk 
artist and his community. 

We are not silly enough to imply that all 
creativity is art, but by recognition of the 
creative forces within all, we associate the 
most natural and basic of human forces 
with the same life force that occasionally 
produces great art. 

During the nine years in which the Folklife 
Festival has developed, we have seen a 
substantial rise in public awareness and 
appreciation of our traditional music and 
crafts; the formation of a Folk Arts program 
in the National Endowment for the Arts; the 
establishment by Congress of an American 
Folklife Center in the Library of Congress 
and a substantial growth in academic pro- 
grams in folk culture. 

So perhaps our Folklife Festivals have 
shown that America does have an aesthetic 
tradition of its own, one which is incredibly 
rich and diverse. But if we are to produce a 
national culture in which the arts can 
flourish, then we have barely begun. In the 
coming years, I hope we can develop a 
national cultural policy which includes all 
the people, and thus breaks away from the 
operative policy of 1976. 

The present policy is expressed in the 
priorities of government and foundation 
grant programs and in arts-in-education 
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formulae, the majority of which are de- 
signed to develop a greater body of con- 
sumers. These policies are determined by 
the few for the many, are basically patroniz- 
ing in attitude, and are uncoordinated and 
largely unevaloated 

The Folklife Festival mav have wovided : 
access to the cultural sy&m through the 
Smithsonian, but now we need to provide 
access to the policy making procedures by 
which we will sustain a culture in which the 
arts can flourish. 

Goodbye Eden-+dam and Eve tahe one 
last look as they exit Eden, being driven 
from the garden. Photograph from the 
carving by Edgar Tolsoz, of Campton, 
Kentucky, In the mid-1960's VISTA 
workers and Appalachian Volunteers 
sought out creative crafts producers and 
established cooperative marketing P 

organizations. Tolson, discovered and 
brought to the Smithsonian for the second 
Folklife Festival in 1968, has since become 
internationally known for his skilled and 
sensitive treatment of familiar Biblical and 
rural work themes. 



The continuing traditions of the original in- 
habitants of this nation are presented in the 
Native Americans area. The people whom 
you will meet here are representatives of 
the more than 200 Native American com- 
munities throughout the ,United States. 
Working with the Smithsonian, they have 
examined their traditions and created the 
programs you will see, speaking to their 
way of life today and their hopes for the 
future. 

When you enter the Native American 
area, you will find it has been designed with 
Native traditions in mind. The entire area 
lies within a circle which represents the 
wholeness of life, that everything, in Native 
philosophy, is inter-related. A corn field 
forms the outlying circle; corn, the contribu- 
tion of Native Americans to the peoples of 
the world, is regarded as the gift of Mother 
Earth. With squash and beans sharing the 
field, the entire area is thus surrounded by 
the three staple foods of the southwest, the 
"three sisters" of the Iroquois. The Learning 
Center, designed by architect Dennis Sun 
Rhodes, Arapahoe, faces east, the direc- 
tion of sunrise and of life, and inside you will 
find yourself travelling sunwise, in a circle. 
In design and in presentations of music, 
crafts, dance and discussion, the Native 
Americans area honors the first. Americans. 

Designs from American lndian Design and 
Decoration by Leroy Appleton. 

lndian Education 
by Helen Attaquin, Wampanoag 

In June, 1744, the Governor of the colony 
of Pennsylvania arranged a council of dele- 
gates from Pennsylvania, Virginia, and 
Maryland to meet with sachems of the Five 
Nations of the lroquois lndians in Lancas- 
ter, Pennsylvania. The meeting opened 
with the colonial representatives offering to 
send eight or ten young Indians, selected 
by the Five Nations, to Williamsburg, in 
order to give them a good education. 
Canassatego, the principal lroquois chief, 
rose to speak for the Indians. He said that 
lndians had already had experience with 
the white man's schools and that their 
young men had returned to their tribes 
neither white men nor Indians. He said that 
if the whiteswould choose one or two dozen 
of their boys, the lndians would send them 
to Onondaga, where the great council of the 
Iroquois would take care of their education 
and would rear them in the best manner to 
make men of them. 

Therefore, it is obvious that even in colo- 
nial times lndians have felt that there was 
something lacking in the white man's idea 
of education. This quality that is missing is 
the Indian's intuitive feeling, as contrasted 
with the white man's intellectual curiosity, 
about nature and life. The white man ap- 
proaches life through his head, developing 
a materialistic outlook; whereas, the lndian 
approaches life through his heart. For 
example, white men would never say that 
the animals are their brothers, that the 
beans, the corn and the squash are the 
three sisters, or that the earth is their 
mother. Yet, the lndian says it and means it. 

In becoming civilized, intellectual and 

Helen Attaquin has been aqsociated witti the 
Plymouth Foundation as Director of lndian 
Studies and the Boston lndian Council as 
Director of Education. She received her Masters 
and Doctorate degrees in Education from 
Boston University and presently is teaching a 
course in Native American Studies at 
Southeastern Massachusetts University. She 
was an initial member of the committee to form 
CENA (Coalition of Eastern Native Americans) 
and is past president of the organization. 
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Coyote and the Birds 
My Father to me told his story: 
Once Coyote face down sleeping he was Suddenly he awoke and "which way is it shall I go" he 
said to himself 

they say. This way he turned his eyes eastward, again 
westward, also northward 
they say. But yet, this way southward only it looked bigger. 

and then that way he set out. There pinyon dry pitch 
there was a lot of he found out about. and from then he set out that way. 

he walked and he walked and he walked until sunset they say. 

Excerpt from: "Our Grandmothers and Grand- 
fathers, Their Stories." Literal Translation by 
Tom Kavanagh 

scientific, the white man has become in- 
creasingly aware of himself. However, in 
order to see the world as it really is, one 
must sometimes be able to forget oneself, 
one's wants, one's biases, even one's intel- 
lectual pretensions. Only then can the world 
of intuition and inspiration speak directly to 
one, as it did, and does, to the Indian. 

The lndian way of life (his method of ob- 
serving the world and thinking) is different 
from the white man's way. It isvitally impor- 
tant that white men, especially teachers 
and educators of young people, understand 
this. If our youth could realize this dif- 
ference, and if they could learn to develop 
intellectually (like the white man), and still 
develop intuitively (like the Indian), they 
would be enabled to balance and har- 

monize their own lives as well as the lives of 
others. In this manner, they would become 
complete people. 

Although Native Americans number less 
than 900,000 (less than one-half of one per 
cent of the entire population of the United 
States), their problems are legion. Out- 
standing among these problems is that of 
lndian education. 

One report on the status of lndians 
states: 

In 1966, more than 16,000 lndian chil- 
dren of school age were not attending any 
school at all. 

The average educational level for all 
lndians under federal supervision is five 
school years. 

Dropout rates are twice the national 
average. 

lndian children score consistently 
lower than white children at every grade 
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The Comanche Today: 
The Use of Crafts as 
by Tom Kavanagh 

Anthropologists tell us that people make 
and use objects for three important pur- 
poses: economic, social and spiritual. In the 
first group are tools, houses, everyday 
clothing--all those things we need to cope 
with the environment. In the second, we find 
objectslwhich identify individuals within a 
society-+ king's crown, coup sticks, con- 
vention badges. In the third are such sym- 
bolic articles as altars or icons. The total 
assemblage of these three types of objects 
made and used by a particular group can 
provide particular insight, into the econom- 
ic, social and spiritual life of that group. 

The Comanche lndian community of Ok- 
lahoma numbers about 7500 people living 
on lands spread throughout the southwest- 
ern part of the state. Comanche farms and 
ranches are physically separated from 
each other by non-Indian land holdings, but 
it is still possible to talk of a "Comanche 
community" since there are numerous and 
frequent social gatherings and meetings. 

Comanche homes are relatively old, 
mostly built in the 1920's. They reflect the 
growing prosperity of the Comanches, most 
of them with newer additions added on as 
families and incomes have grown. The fur- 
nishings are typical of rural Oklahoma: TV 
sets, freezers, air conditioners, etc. Com- 
anche farmers rely on tractors and other 
non-Indian made equipment; furniture, clo- 
thing, photographs, dishes are all pur- 
chased from non-Comanches. 

In other words, if we look at only the 
things made for economic purposes, we 
would see very few differences between the 
Comanche and their neighbors. However, if 
we look at the objects made for social or 
religious purposes, we can see some 
strong differences. 

Many Comanches spend their free time 
making things generally referred to as "ln- 
Tom Kavanagh is the Assistant Program 
Coordinator of the Native Americans Program of 
the Festival. He has been with the Smithsonian 
since 1971. He is a member of the Comanche 
Little Pony Gourd Clan. 

Social Clues 

dian crafts." Exact figures on the numbevof 
full-time craftsmen are unavailable; how- 
ever, almost everyone is a part-time pro- 
ducer of lndian crafts of some kind. These 
can be divided into four categories: 
1. Crafts made for use almost exclusively 
within the Comanche community, such as 
Comanche traditional dance clothing or for 
the Native American Church. 
2. Crafts made for sale primarily to the 
Comanche community identifying the 
wearer as Indian--such as applique vests, 
shawls and beaded hair ties. 
3. Crafts made for sale primarily to the 
non-Indian community, based on traditional 
crafts which have become too expensive 
for most members of the lndian community 
to afford, such as silver and turquoise 
jewelry (a style borrowed from Navajo and 
Pueblo Indians). 
4. Crafts made forsale almost exclusively 
to the non-Indian community which have 
little basis in tradition but for which there is a 
great demand by tourists. Such objects in- 
clude beaded cigarette lighters, beaded 
daisy chain necklaces, "lndian bric-a-brac" 
and the like; their value rests on being "ln- 
dian made" rather than on any intrinsic 
value. 

These four categories of objects made by 
modern Comanches can be further 
arou~ed into two: articles made for Com- 
anche use ( I  and 2) and for outsiders (3 and 
4). There is considerable distinction be- 
tween these two classes, not only in orien- 
tation but in the designs and materials cho- 
sen by the craftsmen and the value placed 
on the items by the craftsmen as well as by 
their potential customers. 

For example, beadwork is made for both 
internal use and external sale; however the 
aesthetic values demonstrated in the two 
types are different. Faceted "cur' beads, 
size 1310, are the most popular beads 
among the Comanche, but they must be 
imported from Europe and are becoming 
extremely hard to get. Thus "cut" beads are 
used only on the most important items while 

Two Gourd Dance rattles. The Comanche Dance sash and fan for sale for over a year. 
sometimes use salt shakers for rattles to The average shelf life of the same items in 
avoid using Native American Church Oklahoma would be a month or less. Thus, 
gourd rattles in a secular situation. it is clear that Gourd Dance eaui~ment falls - 

into class l-that is, it is essentially made, beaded goods for general tourist sale are purchased and used by Comanches.. A usually made of large# plain size move into Class 3 is theoretically possible, 4 4 M  4 n l n  
I I lU ur IUIU. 

Another case in point are the articles 
made for the Gourd Dance, a social occa- 
sion based on the traditional Warrior's So- 
ciety dances of the pre-reservation life. 
Perhaps 50% of the Comanches in Ok- 
lahoma are Gourd Dancers organized into 
one dub or another, such as the Little Pony 
Gourd Clan, reactivated in the 1950's by 
World War II veterans. 

A special "uniform" is worn by Com- 
anche men at a Gourd Dance and on no 
other occasion. It consists of a gourd rattle 
held in the right hand, a feather fan in the 
left. A velveteen sash is worn around the 
waist and tied on the right side, in addition a 
"bandolier" of red mescal beans over the 
left shoulder. A red and blue trade cloth 
blanket is worn over both shoulders. 

should non-Indians begin to identify with 
Gourd Dance paraphrenalia and begin to 
buy it. However, at present one can say that 
the presence and variety of such Class 1 
items indicates the presence of an underly- 
ing social and symbolic system among 
Comanches that is different from that of 
their non-Indian neighbors. 

Despite pressures to become more like 
non-Indians, Comanches demonstrate in 
the articles they make for their own use a 
separate system of strictly Comanche val- 
ues. Today, Comanche culture is a combi- 
nation of non-Indian technology with native 
social and symbolic systems. The articles 
that the Comanche make for themselves 
are the dynamic, creative expressions of an 
active system of social and ideological 
..^I. .^^ 
VdIUU3. The rattle, sash, fan, bandolier and blan- The Today BIM,wraphy 

are the Of a Oourd dancer' In 
Binford, L. R. An Areheobgicd Perspective. visiting stores that feature lndian crafts in Seminar Press, NY, 1972 both Oklahoma and Washington, D.C., Lowie, R. H ,  The Comanche, a Sample of 

Gourd Dance items were offered for sale in Acculturation. Anthropological Papers of the 
both areas in good variety. However, a American Museum, 1953 
store in the District of Columbia, patronized Wallace, E., and Hoebel, E .  A. The Corn 
largely by non-Indians, has had a Gourd anche. U.  Oklahoma Press, 1952 



Oltl \\'aym ill 
the Ie\v \\itorltl 
Since the people now called Native Ameri- 
cans crossed the Bering Straits into an 
empty continent thousands of years ago, 
we have always been a country of immi- 
grants and, thus, the proud inheritors of the 
artistic styles of many different peoples. 
The section of the Festival that focuses on 
this particular feature of United States cul- 
ture is called "Old Ways in the New World". 
Here we bring together the sons and daugh- 
ters of people who immigrated to the United 
States from various parts of the world and 
their cultural cousins who stayed at home. 
These two groups join together in the prao 
tice of their traditional artistic and creative 
behavior; thus they can celebrate a kind of 
family reunion while they examine together 
the changes that their different experiences 
have brought about. 

Where possible, we invite participants 
from the same region or even the same I 
village---both those who emigrated and 
those who stayed at home. Where this is 
impossible or impractical, we turn our atten- 
tion to behavior or style, looking for parallels 
in all aspects of tradition from cooking to 
dance. During past years of the Festival, 
this program has proved to be a healthy 
kind of self-examination for our domestic 
peoples-who draw strength f rom discover- 
ing their relationship with older cultures- 
as well as for our foreign guests, who can 
return to their homelands proud of the virility 
of their own art forms which remain clearly 
identifiable though removed by oceans of 
time and space. 

Papa Manteo in his workshop in New York. 
Photo by Ralph Rinzler 
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Gifts to America 
Susan ~aEik, edltor 

The Festival of American Folklife is in- 
terested in certain kinds of "gifts" the vari- 
ous immigrants brought with them, particu- 
larly those that fall under the rubric of 
folklore or folklife. At the Festival held in 
Washington during the summer of 1975, 
we invited a family from New York to share 
with us and the Festivat visitors a tradition 
of nearly life size marionettes which had 
been in their family for five generations. The 
Manteo marionette show, presenting a part 
of the saga of Orlando (Roland), was an 
immense favorite with the crowds who 
came to see the "Old Ways in the New 
World" section of the Festival. 

On a bitter cold Sunday, in January this 
year, in a church hall on Bleeker Street, a 
number of the Manteos met and shared 
with me their knowledge of and feelings 
about the marionettes and the part they 
have played in the life of the family. Michael 
Manteo,'whom I will call Papa, introduced 
himself with these words: "I am Michael- 
they call me Papa-Manteo; I live after my 
father's name. I'll carry his name until as far 
as I can do it." His son, Mike, also carries 
the grandfather's name, Agrippino Michael 
Manteo, Jr. Papa's dder sister, Ida Manteo 
Grillo, and her daughter, Susie, were the 
other two family members who speakmost 
frequently in the edited transcript that fol- 
lows. I wouldlike to thankall the family, and 
especially these four, for sharing their story 
and for the warmth they showed me. 

Susan Kal6ik 

PAPA-Well, the family came from Sicily, 
there:s a town called- 
IDA--Catania 
PAPA-Where my father was born, and his 

Susan ~ a & k  is a hctoral candidate at the 
University of Texas for a degree in 
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father, my grandfather. 
We came to this country in 1919, 1920, 

something like that. First we had the 
marionette show and then we closed up 
and opened up a movie house, but we 
weren't so happy about the movie house. 
We went right back again and opened up a 
theatre on Mulberry Street in 1928. That's 
when we started the real performances, at 
109 Mulberry Street. 
SUSIE-They stopped giving regular per- 
formances in 1939 when my uncle died. 
Right? My grandpa closed down the 
theatre. 
MIKE-My grandfather became an electri- 
cian in the 20's. Because many times the 
marionettes didn't pay. My grandfather 
started the business and he passed it on to 
my father, my father passed it on to me, and 
my Uncle Bill [Ida's husband] got caught in 
the family and, whether he liked it or not, he 
was a puppeteer and an electrician. 
PAPA-Why do I know these things about 
the puppets? I'II tell you why. Because 
when I was a little boy, the first thing I do, 
when I started to walk, I get on stage, right. 
And I sit by a pail of sand, (you know you got 
the fire department rules), and I sit there 
and I look. I'm just about seven, eight years 
old. And I look at my father, and I look at the 
men that were working on the bridge and 
you gather all this and you gather the lan- 
guage too. The same thing with my sister. 
My sister at the age of, not even fifteen, 
already she started to throw voices through 
my father's tuition. 

And there I'm looking at my sister; I'II 
follow her. And then I was envying those 
people up there that manipulated those 
heavy marionettes. And that's how you be- 
came a puppeteer. Because you cannot, 
especially these kind of marionettes, you 



then he'd turn it around and get it ready for 
me and he told me, "All right, you hold itthis 
way and be attentive. When your father 
speaks his words, you look at your father 
and when he talks for the king, you just 
move the arm this way." And then I was 
a nervous wreck. This was my first time. And 
I graduated, slowly, slowly, they allow me. 
It's something like, if you aren't of age, you 
can't drink. That's how you learn. Because 
if you teach them, they take it for granted. 
Let them go by themselves, they'll learn. 
MIKE-We've got about 120 marionettes 
now. 
PAPA-When I was in production with my 
father, back in the thirties400. The kind of 
shows I ran, the stories involved, I would 
say, about 150 different marionettes com- 
ing in and out. I have five puppets just about 
97 years old. They were made by my grand- 
father and my father. There are pieces that 
my father did in Italy. 
IDA-Some from the 1800's, more than a 
hundred years old. 
PAPA-I have original marionettesfrom my 
grandfather and then the ones that the 
whole family built when we were in New 
York. But when we came here we really 
made more. The show called for more 
marionettes. The last one my father built 
was in 1937. A beautiful suit of armor. When 
I was not in production anymore, I de- 
stroyed quite a few. But I don't worry be- 
cause if I was in production again I would 
build again. The newest one I've got is four 
months old. And if you put this marionette 
that is four months old with the one that is 
about ninety-seven years old, you will not 
know the difference. 
MIKE-Except you made the armor out of 
stainless steel. You thought of your son, 
because it's much lighter, this. new 
marionette. The other ones weigh like 
eighty pounds. The giant weighs a hundred 
pounds. 
PAPA-The bodies are made out of- 
some of it pine, some of it oak. The pine is 
lighter, but sometimes you have to use oak 

for the feet and the fist. The fist has to be 
strong because that takes so much 
punishment, when they use the sword to 
fight. The left hand has to be opened up like 
that to show that it's holding a fist. Then we 
drill a hole through it to put the sword in. And 
the head is made out of pine; the rest of the 
body's out of pine. And then we've got ex- 
celsior and canvas. And with the excelsior I 
keep on putting it on the frame out of two by 
two lumber, and I keep on turning my hand 
with twine and shaping up the excelsior, 
shaping up the leg. And the same thing, I 
shape up the whole torso. And then when it 
comes to sculpturing, you've got to have 
real Italian sculpturing chisels, because 
they are homemade. You have to make 
them. And I have a few only. But I don't do 
any more sculpturing like I used to. 
MIKE-Well, now you're doing a lot of the 
armor work. 
PAPA-Yes, I'm practicing more on the 
armor. You know, you can call me a very 
good tailor, but not textile. Metal! And I can 
make a beautiful suit. Ida makes the ladies' 
dresses, costumes. 
IDA--See, my mother used to make them 
and I used to help her. I used to design the 
dress and then she used to get an idea- 
After she died, l took over. And also, I paint 
the sceneries too. 
PAPA4he does all the painting on all the 
drops. And it doesn't take her long to do it. 
All watercolor, no oil. 
MIKE-The paint is powder'ed form, right 
Dad? 
PAPA--Powdered. You have to have pow- 
der. 
MIKE-And it's very pliable. 
PAPA-I can't find powder like I used to 
years ago. We have to go out of the way to 
see where we can find powdered paints. 
And we mix it up with some water and some 
glue; we say one part glue, four parts water. 
Mike also works on the puppets. 
MIKE-Whatever he wants me to do. Dad 
does the sculpting, painting the armor- 
PAPA-I manufacture a marionette com- 

pletely. 
MIKE--But I've seen the way he's done it 
and when the time comes to jump in, I'll 
jump in. 
PAPA-The wholestory (in theshow) takes 
3,3% years. There are about fifteen gener- 
ations with the show. 
MIKE-There's a multitude of stories. 
PAPA-I don't know if you ever read 
medieval stories, about Constantine the 
Great. He started the Christian faith; and 
then, generation, generation, it came to 
Charlemagne. From Charlemagne came 
his-son and two more generations. That 
ends the story. Then the sequel. 
IDA-It's like the Bible, just like the Bible. 
PAPA4ee the end of the Palladin, then 
the sequel; there'sthe story of Guido Santo. 
Then how long does Guido Santo last? 
IDA-About three months. 
PAPA--So Guido Santo dies. Now we have 
another sequel which is two brothers, Do- 
lores and Strenero. That lasts about three 
months. This story has two brothers un- 
known to each other. So after that comes, 
what my sister says, the Crusaders. That's 
just the last. So by the time that finished, 
then we start all over again and people start 
coming in again, the same people, and we 
repeat the story again. 
MIKE-If the audience was interested in 
and tended toward dialogue, then the story 
would be mostly dialogue. If they wanted 
fighting, there'd be more fighting. They 
would go with the audience; it was a very 
flexible show. 
SUSIE-Think of it like the serials you have 
on the TV soap operas. 
MIKE--A medieval soap opera, this is what 
it was. 
I DA-The people would get very involved. 
Once, when the hero, Orlando, he is put in 
chains, about twelve o'clock, somebody 
came and knocked at the door. Because we 
used to live upstairs, and the theatre was 
downstairs. And he says, "Mr. Manteo, I 
can't sleep." "What is this, you can't sleep? 
Why?" He says, "Orlando, he's in chains, 

he's in prison. Please go downstairs and 
take the chains off." You would see the 
people crying over the scene. And we cried 
too. Because I take the female's part. And 
those parts, you feel-especially every 
night you get thischaracter, that you talk for 
more than three, four months, and then she 
dies- 
SUSIE-You become part of that person. 
IDA-And when she dies, we cry and we 
feel it in our hearts. 
PAPA-To me the marionettes are I would 
call it a priceless possession; we could 
never sell. 
MIKE-It's a part of you; it's a part of the 
family. 
PAPA-If you ask any members of my fam- 
ily here, they've got the same idea-you 
don't sell. Because you build them yourself. 
There's something about that you love. It's 
something, like I said before, priceless. 
MIKE--It's a part of your life. It's a part of 
you as much as your arms. We get together 
to work on the puppets when we have op- 
portunities to. Everybody pitches in, build- 
ing, refurbishing the marionettes. Dad puts 
them together, decides what's supposed to 
be put together, what's not, what characters 
we want, to prepare for the eventual show 
that may come up. 
IDA-And I have worked on the bridge too. I 
had to have the muscles. 
PAPA-You'd be surprised. Look, my niece 
Joany already worked on the bridge. Susan 
now and then comes up when she has--Of 
course, she's got kids to take care of, but 
when she's free, she's up there. We can't 
keep them away. 
IDA-And we have now sons-in-law. So we 
have one, two, three manipulators, now. 
MIKE--My daughters are about ready to go 
on. 
PAPA--My granddaughters. And as these 
kids grow, we'll have manipulators, plenty 
of them. 
IDA-We have little Joe. 
PAPA-He's going to be a good one. 
MIKE-Hurry up, Tommy, grow. 
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Different ethnic groups produce foods of Syrian-Lebanese baqlawa Ethnic grocery stores, restaurants, and lc.1940). 
strikingly different shapes and textures. 
Breads and pastries, most made with simi- 
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bakeries are familiar sights throughout the 
United States. These businesses help keep 
ethnic foodways alive by supplying basic 
foods and the ingredients necessary for 
traditional cooking. 
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Devil, Joe Folson, gives sinner, Andy 
Crim, his staff and convinces him not to 
enter heaven. 

Two members of the congregation step 
from the "Old Ship of Zion" andamled into 
heaven by Jesus, Mrs. Hatcher's son, 
William C. Hatcher. This boat was made by 
Mr. William C. Hatcher, Mrs. Hate;herls 
husband. All of this action takes place 
during the singing of "Stood on the Banks 
of Jordan. " 

Jesus, William C. Hatcher, extends his 
hand to help the struggling mountain 
climber, Miss Dovie Cunningham, whose 
hand is held by the devil's, Joe Folson. The 
soloist for this scene's music, "Lord, Don't 
Move That Mountain," William "Butch" 
Halibutton looks on. 

A spiritually broken sinner, Andy Cnm, 
walks slowly down the aisle as the choir 
sings :'Heartachesw behind the duet of 
Mrs. Betty M. Beck and Mr. Charles 
Anderson. 

"In the Rapture" stills are from the documentary 
film of the same name produced under grants 

1 lasued by the National Endowment for the Arts 
and the lndiana Committee for the Humanities. 
The completed work will be available ih the 
autumn and may be obtained through Dr. 
Wylgins at lndiana University. 

I her song by triumphantly dancing up and ' down the aisle singing her testimony to the 
congregation. This bouncing movement 

1 has given to New World culture the Ameri- 
1 can jitterbug, Charleston, twist, bump and 

hustle, as well as the West lndian beguine, 
calypso and pique. In West Africa it has 
kept alive the centuries-old traditions of 
bongo, Shango and the many other dances 
associated with death, the breaking of the 
bush school, and marriage. 

African Diaspora cultural attitudes are re- 

I flected in the actions of "In the Rapture's" 

k 
devil and Jesus. The former is an extension 

of the trickster hero extolled in West African 
and African Diaspora oral literature. The 
devil is cJressed in top hat, sunglasses, 
black cape with red satin lining, maroon 
bow tie and cummerbund, white pleated 
shirt, black shoes and formal pants. He car- 
ries a wooden pitch fork and each of his 
fingers wears a sparkling ring. During the 
play the devil tricks the sinner with a 
diamond ring that proves to be less than 
"pure glass," an expensive car that will not 
run, a large bundle of money that is counter- 
feit, and a beautiful woman who turns out to 
be a tyrant who makes the duped sinner do 
both the domestic-and the breadwinning 
chores. Comparable tricks are revealed in 
the Brer' Rabbit and JohnIEfan folktales of 
Black America, as well as the spider tricks- 
ter Anansi folktales told in the West Indies, 
South America and West Africa. The play's 
devil also closely parallels the actions of 
Legba, the trickster deity of Yoruba religion. 

Jesus' cool demeanor is a continuation of 
the West African and West lndian mask 
tradition. Patterned after the Western 
image of Jesus, the play's barefoot Christ 
wears a crown of thorns atop his long hair, 
his face is bearded, his body covered with a 
floor-length white robe, which is partially 
covered by a purple stole that covers his 
chest and back. However, his actions are 
those of the long-suffering Black American 
Christ who "never says a mumbling word" 
nor allows any emotion to register on his 
face. This masking of emotions isevident in 
the cool urban black American life-style, the 
Jamaican John Canoe masked Christmas 
dancers, as well as the elaborate Nigerian 
Geleda masks and Liberian devil mask tra- 
ditions. 

The play is firmly based on an improvised 
oral tradition, a cultural characteristic found 
throughout the African Diaspora. Utilizing 
the black preaching techniques of such folk 
preaching heroes as the Reverend "Sinkil- 
ling Jones," the narrator spins an im- 
promptu thread of narrative between songs 
that makes her listener cry, laugh, reflect 

and dream. Similar oral dexterity is evident 
in the story-telling styles~f the West lndian 
and South American Anansi storyteller, as 
well as in the cante-fable creations of the 
West African griot and praise singers, 
which creatively mix the spoken and sung 
word in a powerful oral form. 

There is also a communal aspect of "In 
the Rapture's" artistry which is a part of all 
African Diaspora oral art. Like most other 
African Diaspora verbal folk expressions 
the audience's interaction with the artist de- 
termines the length and quality of each 
may's performance. A "cold and formally 
distant audience that gives little verbal en- 
couragement to the cast will cause them to 
give a performance lacking in emotion and 
improvisation. But a "warm" audience that 
consistently encourages the singers,and 
actors with injections of approving laughter, 
shouts and "amens" will cause the players 
to come alive and creatively soar like asolo- 
ing jazz musician responding to his listen- 
ers' commands to "blow!" This same sort of 
fragile but necessary creative communal 
tension must exist between the players and 
listeners of West lndian reggae: And in 
West Africa the performances of the 
storyteller, praise singer, and griot are all 
based on a similar creative oral artist- 
audience interaction. 

In all areas of the African Diaspora this 
improvised interaction between the folk art- 
ist and his audience often climaxes with 
both participants being possessed by this 
creative spirit. Some past performances of 
"In the Rapture" have ended with both the 
cast and congregation "caught up" in the 
spirit. Similar behavior can be seen in the 
possession of Jamaican Kumina or Haitian 
voudun dancers who, during the course of 
their dance ritual, are "ridden" by their 
patron spirit and the Ghanaian fetish priest 
who is overcome by the spirit as he dances 
in search of a cure for an ill member of the 
tribe. Perhaps, the most misunderstood 
element of African Diaspora culture, these 
ejaculations merely demonstrate the high 

regard in which emotion and intellect are 
held by Black people throughout the world. 
In the final analysis the audience and artist 
cannot emote until their mental, physical 
and emotional beings have been joined in a 
creative communal concord. It is only after 
this union that the Black preacher can 
"whoop" in traditional cadences and im- 
ages, the Shango drummer find his drum- 
ming "groove" or the gonje player truly wed 
his words and musicin powerful oral poetry. 
This African Diaspora wide respect for the 
creative merger of human intellect and 
emotion is aptly summed up in the Afro- 
American saying: "I burned before I 
learned." 

Religion undergirds the traditional cul- 
tures of black people in America, the West 
Indies, South America and West Africa. The 
Afro-American religious drama "In the Rap- 
ture" further underscores the fact that 
people of African descent who live in these 
four areas of the world still share many , 

West African cultural traits. 
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Hair Styles and Headc 
A look at Black hair styles and headdress 

not only reveals a high level of creativity but 
conveys strong statements of the bearer's 
concept of his or her status to the commu- 
nity. Among some groups in Africa, the trad- 
ition of hairbraiding (cornrow) can convey 
messages from a woman to her peers, her 
husband, her community. This functionality 
of style is maintained in some regions of the 
Caribbean. In the United States this level of 
specificity is lessened but not the need to 
wear certain styles for certain occasions. In 
recent years, there has been a resurgence 
among Black Americans of attributing cer- 
tain social and political postures to a par- 
ticular hair style. The affirmation qf Black 
pride coincided with the development of the 
Afro. The concept of pan-Africanism and 
more general identification with Africa has 
seen wide usage of cornrow styles for for- 
mal and informal occasions. The hat or 
headwrap, the position it is placed on the 
head, announces a certain air and readi- 
ness for the world. 

Hair Styles 

1. West Africa-Threading and preparation. 

2. a & b African in origin is the cornrow here 
worn by Black American women. 

3. a & b Ghana and South Carolina--close 
cropped and full Afros. 

4. Jamaica--The Rastafarian hairstyle, cre 
ated by allowing the hair to grow and curl 
naturally. 

5. Ghana-The traditional hairstyle of Ga 
women. 

The photo essay on hairstyles and headdresses 
was prepared by the staff of the African 
. Diaspora area. 
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Headdresses 
4; 1. Black American: Turban styled hat- 
-!:, handmade-related to African headwrap. 
!; 2. Black American: Casual head tie. 
, , 3. Maroons4amaica: Woman's formal head 

tie--the use of leaves symbolizes the years 
the Maroons spent in the bush in their suc- 
cessful resistance against slavery. 
Kuminas--Jamaica: Head tie for public 
traveling worn by the Queen. 

Maroondamaica: Male head tie. 
Northern Ghana--West Africa: Royal head- 
dress. 
Kuminadamaica: Head tie worn by the 
Queen; two pieces used for performance. 
Jamaica: Mento band, tam or beret. 
Senegal-West Africa: Female head wrap 
sometimes called "ge1e"-a most ornate 
use of cloth to cover and dress the head. 
West Africa: The placement of the headcov- 
ering (sometim&called "~ela") blends in as 
an extension of this man's face. attitude and 
stature. 

, Black America: Caps and caps--the specific 
slant makes the individual statement without 
creating discord in the group. 



That's Italian 

Last summer El Paso, Texas got a 
foreign influence it won't forget. Twenty-five 
folk performers and musicians from villages 
around Genoa and Naples staged shows in 
El Paso and Juarez for two days. The 
group, representing the ancient folkways 
still practiced In remote northern and 
southern parts of Italy, stopped in El Paso 
as part of the On Tour program of the 
Smithsonian's Festival of American 
Folklife. 

Folk performers from seven other foreign 
countries participated on such tours in 
1975. Such appearances serve the %dual 
purpose of improving our cultural ties with 
other nations and, perhaps more important, 
displaying to Americans the customs that 
time and modern change have not altered. 
- Most El Pasoans who attended the per- 
formances agreed that the Italians were the 
most spontaneous and eager performers to 

ltalian folk performers, shaded by 
IU-gallon hats presented by Texas h&s.tS,, 
demonstrate fhe dance steps used today 
in Southern and NorYlern Italy. 

be bilktd in town for a long time. During 
lunch one afternoon in a Juarez restaurant, 
someone whispered that it would be nice to 
see the group do a short number. Before 
the waiters could clear the tables, the Ital- 
ians had cordoned off a circle and had 
begun singing and dancing with gusto. 

Formal appearances were held the day 
after their arrival at "El Corredar," a re- 
stored area of old business buildings in 
downtown El Paso. A stage was set up at a 
comer plaza and dining table9 were ar- 
ranged sq spectators could watch the per- 
formance and enjoy ltalian food catered 
from a nearby restaurant. In the evening a 
two-hour performance was offered at El 

Paso's plush new Civic Center auditorium. 
The Smithsonian makes a special effort 

to help Americans cultivate ties with the 
foreign folk. Wherever possible in cities in 
which the groups are booked, residents of 
corresponding nationalities are asked to 
provide after-hour entertainment, room and 
board in their homes for the performers. 
The Italian-American societies in El Paso 
couldn't wait to be hospitable to their kins- 
men. For most it was like a trip back to the 
Old Country without leaving Texas. 

Days before the group's arrival the 
women of DIANA, El Paso's 60-member 
chapter of the Daughters of ltalian Ancestry 
in North America, a few of whom were re- 
cent arrivals in this country themselves, 
started cooking up a storm for the big wel- 
coming banquet. Caldrons of steaming 
spaghetti, platter loads of lasagne and 
great dishes of spicy ravioli were carefully 
prepared. Gallons of ltalian wine and 
loaves of garlic bread were ordered. And 
souvenir packages of macramed hanging 
baskets painted with Bicentennial seals 
were labeled with the visitors' names. 

Troupe members were paired off with 
their Italian-speaking hosts, and taken on 
sight-seeing and shopping trips around the 
city. Relationships developed quickly. Mrs. 
Ettore De Santis, a first generation ltalian 
Texan who hgused three members of the 
Naples group said, "There were beautiful 
moments. We recalled songs we had heard 
in our youths and even my 86 year-old 
mother who came from the Old Country 
was nostalgic. She sang the boys some 
songs they had never heard before and 
they were so impressed they wrote down 
the words and used the piece in their per- 
formance." 

Texas was the place the Italians wanted 
most to see. "Texas is very popular in Italy, 
probably because of all the Italian western 
movies made there," explains Mrs. Norman 
Haley, who grew up in Florence, married 
her American husband and immigrated 
after the war. "I think they were really im- 

pressed to find Italian-speaking kinsmen 
here. They were very interested in every- 
thing and were so very appreciative that it 
was refreshing to us." 

Goodbyes at the airport were emotional 
in the best ltalian manner, even to the point 
of tears, bearhugs and cheek-kissing. 

"Italy's a lot closer to us now" said Mrs. 
Haley. A few days after the group's depar- 
ture, cards and letters began arriving in El 
Paso. Mrs. De Santis opened a letter from 
the three ltalian boys she had housed. They 
had drawn a big heart on it and written warm 
words of thanks underneath. 

Excerpted from Texas Highways Magazine, 
October 1975. 

A special pride went into preparation of 
foods served to ltalian guests which, along 
with the hospitality dished out by their 
Texas kinsmen, will leave a lasting 
impression. 



Austria: 
Chicago, Aug. 27-29; Philadelphia, Sept. 

2-5. 
Brazil: 
E. St. Louis, Aug. 3-5; Philadelphia, Aug. 

6-9; El Paso, Aug. 10-12; Cleveland, 
Aug. 19-21. 

Denmark/Norway : 
Philadelphia, July 5-7; Seattle, July 8-1 1. 

Egypt: 
Philadelphia, July 27-30; Detroit, Aug. 5-8. 
FinlandISweden: 
Calumet, Mich., June 28-30; Seattle, July 

8-1 1. 
France: 
New Orleans, July 6-8; Louisville, July 9-1 1 ; 

Philadelphia, July 12-15; Fall River, 
Mass., July 16-18. 

Germany: 
Indianapolis, Aug. 6-8; Phoenix, Aug. 9-1 2; 

Philadelphia, Aug. 13-1 5. 
Ghana: 
Milwaukee, June 29-July 1; Albany, Ga., 

- July 2-4; Memphis, July 5-7; Oakland, 
3 July 8-1 1; E. St. Louis, Ill., July 12-14; 

Evansville, Ind., July 15-1 7. 
Greece: 
Galveston/Houston, Aug. 17-1 9; Grand 

Junction, Colo., Aug. 20-22; Baltimore, 
A u ~ .  27-29. 

Haiti: 
Minneapolis, July 16-1 9; Las Angeles, July 

20-22; Philadelphia, July 23-25; E. St. 
Louis, Ill., July 26-28; Cleveland, July 
29-31. 

Hungary: 
Philadelphia, Sept. 6-9. 
India: 
Philadelphia, Aug. 23-25; Marietta, Ohio, 

Aug. 26-29. 
Ireland: 
Ft. Dodge, lowa, July 23-25; Philadelphia, 

July 26-29; Baltimore, July 30-Aug. 1. 
Israel: 
El Paso, June 22-24; Ft. WorthIDallas, 

June 25-28; Los Angeles, June 

29July 1; Springfield, Mass., July 6-8; 
Philadelphia, July 9-1 1. 

Jamaica: 
Philadelphia, June 29-July 1; Oklahoma 

City, July 2-4; Phoenix, July 5-7; Dallas, 
July 8-1 1. 

Japan: 
Philadelphia, Aug. 17-19; Atlanta, Aug, 

20-22; Seattle, Aug. 26-28. 
Ll berla: 
Akron, July 27-29; Oklahoma City, July 30- 

Aug. 1 ; Philadelphia, Aug. 2-5; Baltimore, 
Aug. 68;  E. St. Louis, Ill., Aug. 9-1 1; 
Dayton, Aug. 12-14. 

Mexico: 
Philadelphia, Aug. 10-1 2; St. Louis, Aug. 

13-1 5; Hereford, Ariz., Aug. 16:19; El 
Paso, Aug. 20-22. 

Nigeria: 
Peoria, Ill., Aug. 10-1 2; Springfield, Mass., 

Aug. 13-1 5; Philadelphia, Aug. 19-22; 
East St. Louis, Ill., Aug. 23-25; Dallas, 
Aug. 26-29. 

Pakistan : 
Philadelphia, Aug. 3-5; Boston, Aug. 6-8; 

Cleveland, Aug. 12-14. 
Poland: 
Springfield, Mass., July 16-18; 

Philadelphia, July 19-22; 
Baltimore, July 23-25. 

PortugBI: 
Philadelphia, July 16-18; Fall River, Mass., 

July 23-25. 
Romania: 
Philadelphia, June 22-25. 
Senegal: 
Philadelphia, Sept. 10-12; Oklahoma City, 

Sept. 13-15; E. St. Louis, Ill., Sept. 16-18. 
Surinam: 
Philadelphia, Aug. 24-26; Denver, Colo., 

Sept. 2-4. 
Switzerland: 
Phoenix, Ariz., Sept. 3-6; Spartanburg, 

S.C. 
Trinidad-Tobago: 
Edwardsville, Ill., July 31-Aug. 2; Peoria, Ill., 

A u ~ .  6-8. 
Yugoslavia: 
Los Angeles, July 20-24; Philadelphia, July 

31 -Aug. 2. 
Zaire: 
Philadelphia, Aug. 28-31; E. St. Louis, Ill., 

Sept. 1-3. 

ON TOUR: Sponsors 
Albany-Dougherty County Bicentennial 

Commission, Albany, Ga. 
American-Austrian Society of the Midwest, 

Arlington Heights, Ill. 
Arab World Festival, Detroit, Mich. 
Ballard Scandinavian Community, Seattle, 

Wash. 
Baltimore City Bicentennial Committee, 

Baltimore, Md. 
Black Arts Council, Oklahoma City, Okla. 
Black Women For Awareness, Peoria, Ill. 
Center for Asian Arts, Seattle, Wash. 
City of Fall River, Fall River, Mass. 
Cultural Arts Project, Baltimore, Md. 
Dayton Monrovia, Sister City, Brooklyn, N.Y. 
El Paso Bicentennial Commission, El Paso, Tx. 
Faith Lutheran Church, Calumet, Mich. 
Fort Dodge Area Arts Council, Fort Dodge, lowa 
France Louisiana Festival, New Orleans, La. 
General Board of Christian Education and 

Mid-American Mall, Memphis, Tenn. 
Greater Fall River Re-Creation Committee, Inc., 

Fall River, Mass. 
The GreekCommunity of Grand Junction, Grand 

Junction, Colo. 
The Harambee Committee of Springfield, 

Springfield, Mass. 
Human Relations Commission/Bicentennial 

Corp., Evansville, Ind. 
Inter-African Center, Inc., Brooklyn, N.Y. 

The Irish Community of Baltimore, Baltimore, 
Md. 

Jewish Center, Dallas, Tx. 
The Jewish Community of Culver City, Ca. 
The Jewish Community of El Paso, Tx. 
King County Arts Commission, Seattle, Wash. 
Los Angeles Harbor College, Wilmington, Ca. 
Los Angeles Southwest College and Pierce 

College, Los Angeles, Ca. 
Marietta Bicentennial Committee, Marietta, Oh. 
Mesa County Centennial-Bicentennial 

Committee, Grand Junction, Colo. 
Minneapolis Aquatennial Association, 

Minneapolis, Minn. 
New Orleans Bicentennial Commission, New 

Orleans, La. 
Nordic Festival, Seattle, Wash. 
Northeastem Ohio Academy of Dance, 

Cleveland, Oh. 
Norwegian American Sesquecentennial, 

Seattle, Wash. 
Oakland-Africa Sister City, Oakland, Ca. 
Oakland Traders Association, Oakland, Ca. 
Our Lady of the Rosary Church, Springfield, 

Mass. 
Philadelphia '76, Philadelphia, Pa. 
Polish National Alliance, Baltimore, Md. 
Portuguese Cultural Society of Greater Fall 

River, Fall River, Mass. 
Portuguese Heritage Foundation, Fall River, 

Mass. 
Scandinavian and Finnish Ethnic Groups of the 

Calumet Bicentennial Commission, Calumet, 
Mich. 

Southem lllinois University Campus, East St. 
Louis, Ill. 

Southem lllinois University Campus, 
Edwardsville, Ill. 

Southwestern Afro-American Bicentennial 
Corporation, Dallas, Tx. 

Springfield Bicentennial Committee, Springfield, 
111. 

Springfield Jewish Federation, Springfield, 
Mass. 

The St. Nicholas Greek Orthodox Community, 
Baltimore, Md. 

St. Peter's Lutheran Church of Arlington Heights, 
Arlington Heights, Ill. 

Summerfest, Milwaukee, Wisc. 
Thursday's Community Club, Peoria, Ill. 
Urban LeagueIFirestone, Akron, Oh. 
West Los Angeles Community College, Culver 
City, Ca. 

Yugoslav American Club, San Pedro, Ca. 
21 



"Reg~onal Amertca" cuts across all the Howcanwerne~thespat ial l i~of  Maine to Giewgia since Ute 17th century. In 
other sections of the Festival by lookina at a t r a d i t b n ? ~ a t z n n t p Q f p e o d e ~ a  7- NewE&rrdthehowebbuirtwtthamtas- 
the assemblages of different p&ples scat- 
tered across our land. In this area, there- 
fore, you will see working people and chil- 
dren, ethnics and Blacks and Native Ameri- 
cans brought together to celebrate not so 
much their individual identities but the 
space in which they all live together, their 
home-place within the wide American land. 

A region is a hard thing to create on the 
Mall; it is an abstract made up of a thousand 
concrete details: the lay of the land, the 
slant of the sunlight, the way a person says 
"Good morning," the particular records on 
the jukeboxes in the diner, the depth of the 
topsoil, the smell of Sunday dinner. So in 
Regional America we bring together the 
people who live in a particular place and ask 
them to demonstrate the arts and the skills 
that make it possible to live in that place and 
which most powerfully characterize it. It is 
the sense of home that we try to capture 
here. 

similar way of we, powid or wi 
dMdlna hes are of Ut#e conse~uenae. A 

Indiana. The mithem third sf tb'state k 
culturally port of the Upland Sauth, the rest 

I she 
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Earl Collins: 

Shotgun House--dra wn from 
Afro-American origins, brought to New 
Orleans at the beginning of the 19th 
century, it is a strong indicator of the 
degional impact of cultural migration. .: 

It provided that region with a new "demo- 
cratic" image for housing and the temple 
form house is still a clear index of northern 
folk culture. 

The South possesses a number of house 
types: one- and two-story Georgian 
houses, I-houses, hall-and-parlor houses, 
"dog-trots." The most wide-spread building 
is also the one most commonly found in 
rural areas. It is a one-story, two-room 
house with two front doors. Known to 
scholars as a double-pen house, this dwell- 
ing type evolved from the single-pen cab- 
ins of the mountain and coastal settle- 
ments. This developmental link is under- 
scored by the fact that during the slave era 
double-pen structures were used on planta- 
tions to house two families. This simple rec- 
tangular house often has a large front 
porch, a shed-roofed kitchen across the 
back, and other additional storage sheds 
attached to the rear of the building. Most 
double-pen houses are built of frame and 
today are commonly covered with a brown- 
ish yellow tar paper patterned with imitation 
bricks. These simple houses are one of the 
legacies of the plantation system and can 
serve the knowledgeable traveler as a cul- 
tural sign post that he has reached the Low- 
land South. 

While most regions encompass rather 

large areas, the regional concept can also 
be applied to tightly confined zones such as 
the rivers of America's heartlands. The 
banks of the Mississippi, Ohio, and Mis- 
souri rivers are noteworthy for the presence 
of shotgun houses. Every town from New 
Orleans to St. Louis has an aggregation of 
these thin, narrow buildings. If we then turn 
east and move up the Ohio, we will find 
shotgun houses well beyond Cincinnati. In 
like manner we can also trace these house 
types along the Missouri as far as St. 
Joseph. The shotgun house was brought to 
New Orleans at the beginning of the 19th 
century from Haiti by free black refugees. 
River travel was at that time the primary 
mode of migration and hence the diffusion 
of cultural influences from Louisiana follow 
the meandering path of the Mississippi. 
While the shotgun is of major importance 
because of its Afro-American origins, it is 
also a prime indicator of the regional impact 
of cultural migration. 

Since architecture is the totality of a built 
environment, it comprises many different 
kinds of structures and uses of space in- 
cluding bridges, fences, outbuildings, town 
plans, and even garden plots and fields. 
The variety in each of these categories 
could help us to delineate different cultural 
regions. The examples already given 
should be enough proof that it is important 
to observe carefully the ordinary architec- 
ture around us. Then as we cruise along 
some interstate highway, we might know 
where we are culturally, as well as when 
we'll reach the next Howard Johnson's. 

Hoedown Fiddler Takes the Lead 
Barbara LaPan Rahm, editor 

He was a man of his generation, of his 
time, and of his region, and his life story 
follows a classic pattern. 

Earl Collins was born in Douglass 
County, Missouri in 1 9 1 1. In 1 9 1 7 his family 
moved to Oaklahoma, where they share- 
cropped and Earl augmented their income 
by playing fiddle at square dances through 
the bitter early years of the depression. He 
married in 1931 and he and his wife moved 
to Los Angeles, California in 1935 where 
Earl turned his hand to any job he could 
get: hod carrier, truck driver, trash hauler, 
machinist, welder, mechanic. He retired in. 
1969 because of his always fragile health. 
For years he tried to convert his skill as a 
fiddler into a money-making occupation. 
He never made it, and in 1949, he put his 
fiddle away and did not play again until 
1965, when his sons persuaded him to take 
it up again. Earl's extraordinary technique 
and musicianship made him a star on the 
old time fiddler's circuit in California; al- 
most every weekend until his death in 1975 
he played at one or another local contest or 
jam session. In the following, Earl tells his 
story in his own words, which have been 
excerpted from a series of taped interviews 
conducted by Barbara LaPan Rahm. 

My grandfather fiddled, and his father 
fiddled. There's been fiddling through the 
Collins's since . . . I don't know how far the 
generation goes back. In the summertime 
my father always went out on the front 
porch and sat in a chair. I've heard people 
tell him, "We heard you play fiddle last 
night, and we could tell just exactly what 
you was playing." And they lived two miles 
away. That's how far a fiddle would carry. 
Nice clear climate, you know. 

Those springs in Missouri that come out 
of the hills are colder than the icecubes you 

Barbara LaPan Rahm came from California to 
the Folklife Festival as Program Coordinator 
of Regional America. She has her M.A. in 
Anthropology from California State University 
at Northridge where she speclalized in 
folklore studies. 

get out of that box. That water is so cold that 
you can't walk in it. Clean pure. You know, 
the water's so clear down there that it can 
be 25 feet deep, you can throw a nickel in 
and tell which is up, heads or tails. But it's 
mostly just hills and rocks. Just rolling hills. 
Just up one hill and down, up another and 
down. You know, Missouri is made out of 
rocks. I don't care what kind of rock you 
want, what size, you can find it. Rocks 
seemed to grow up out of the ground. We'd 

bowing that makes a fiddkr. " 
loadthem in the wagon and haul them off so 
that we could farm the land next year, and 
next year there's the rocks back up there 
again. If you could find five acres that you 
could put a little corn on or a little wheat or 
something, why, you were doing pretty 
good. They don't farm any more down 
there. 

When I was seven, like I said, we moved 
to Wynnewood, Oklahoma, stayed there a 
year and went to Shawnee. Shawnee's an 
awful poor country. If it wasn't for that Tinker 
Air Base up there, Shawnee would fold up 
the sidewalks and quit. See, they just 
farmed Oklahoma to death. Cotton and 
corn, cotton and corn, cotton and corn. The 
first thing you knew there was no fertile 
ground and you couldn't make cotton or 
corn either. I picked cotton, hon. I would 
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drag asack 20 foot before I could find a boll 
of cotton; we'd be lucky if we got 1/4 of a bale 
an acre. That was before Roosevelt-'32. 
You know how much I got? I got one day a 
month-42.40. And that's all the money I 
could make outside of this old fiddle. 1.'d play 
a square dance-play six or eight hours- 
and make 50 cents. I'd give Dad every bit of 
it but a dime and I'd go get me a soda pop 
and a candy bar. 

I started trying to play when I was about 
three or four. But I couldn't reach the fiddle, 
you know; my arm was too short. So Dad 
glued up this little old cigar box fiddle and 
made the littb cut-outs, you know. And I 
played that for four or five years. I guess I 
was about seven when I got big enough to 
reach, make a true note. I was making them 
sharp all the time. And I had a good ear and 
I could tell I wasn't reaching high enough; 
my arm wasn't long enough. See, I was a 
two pound baby. Clark1 was telling you the 
other day that you could turn a teacup over 
my head and put me in a shoebox. That's 
the truth. When I was five years old I only 
weighed 15 pounds. 

Anyway, going back to this fiddle, I had a 
full sized bow, but I had this little bitty old 
fiddle. Then I started stealing my father's 
fiddle. He kept it under his bed. Boy, he'd 
spank my butt with a razor strop when he'd 
catch me playing his fiddle. (It didn't hurt but 
it popped, you know, it was double; it had 
the leather finish on one side and fiber on 
the other. They always rough it up on one 
side and strop it the other way.) 

Mother always watched for him. She'd 
say, "I see Daddy coming, and you can put 
the fiddle up." So one day I looked up, and 
Dad's standing in the door. I was about 
seven. Oh, I was just fiddling the hell out of 
"Eighth of January" Or something, I don't 
know what it was. Oh boy, sure going to get 
it now. He said, "You're playing pretty good; 
well, come on to dinner." So I was so scared 
and shaky I could hardly eat, but he started 
talking to me at the table, said, "You really 
lily the fiddle, don't you?" I said, "Oh, I 

really lovethatfiddle." He said, "Well, I'll tell 
you what I'm going to do. I'm going to give it 
to you if you won't fool it away." And he said, 
"Why I been spanking you with that razor 
strop is to get you to play. Usually if you try 
to make a kid play, he won't. Just like a hog, 
if he thinks you want him in the pen, he 
won't go in." And that' just the way he put it 
to me. And that's the way I started playing 
the fiddle. 

I used to hold my Daddy's arm while he 
fiddled when I was two or three years old. I 
just kept it loose and tried not to bother him. 
Oh, he had some of the awfullest bowing 
you ever heard, he could do licks that no 
one else could. "Wrassle With A Wild 
Cat''-Miss Buchanan2 couldn't even write 
it; he'd make so many notes that she 
couldn't get them in there and she'd write it 
just the best she could. He had quit playing 
for about 25 or 30 years till that WPA project 
came along and he needed the money. You 
know, they paid those fellas, they got a 
check regular; Roosevelt give them a 
check. They just played, dances or any- 
thing that come up. And Miss Buchanan 
taught them every day, this whole class of 
about 50 or 60 of them. Each of them, she'd 
tell them what it was going to be and she 
had her little motions, you know. And each 
one of them would turn to that page and 
she'd give-like Spade Cooley-one, two, 
three, and everybody'd start. And they'd all 
play the same thing. Over and over. She 
taught them to read music, see. My father 
was the leadof the whole bunch. I'II put him 
up at the top of the world. Not prejudiced 
because he was my father, but Clayton 
McMichen or Tanner or Eck Robertson, 
Georgia Slim-they couldn't none of them 
beat him. In fact, I think he had them all 
topped. 

We could have had a family like the Car- 
ter Family. There was four girls and five 
boys, and every one of them musicians. 
The girls could have played anything they 
would have tried. They had guitars and 
sang. Dad used to sing quite a few of those 

old hoedowns like "Wolves A Howling" 
when he'd play. I remember one line: 

Don't you hear those wolves a-howlin: 
Howlin' round my pretty little darlin' 
Six on the hillside, seven on the holler 
And they'll get her, I'll bet you a dollar. . . . 

But Max3 and I is the two that really teamed 
up. I set him on an apple box when he was 
six and showed him "G" chord, and he 
never made a bobble. He was my guitar 
man, and right today, I'II take him above 
anybody. 

I stopped fiddling in 1950. 1 tried every- 
thing in the world. I tried every little gimmick 
that come along. I've been beat out of so 
much and cheated. Like I played the first 
television show that ever come to L.A. in the 
western field-KFI. I played six weeks 
down there and never got one penny. Re- 
hearsed three or four nights a week and 
then go down there and play thirty minutes. 
And a guy collected all the money and run 
off. And me and my brother, we was both 
working machine shop six days a week and 
playing two and three nights a week, some- 
times four. We both just quit. 
I give both my two boys fiddles-I've had 

fiddles, guitars, banjos, mandolins-and I 
wanted one of them, both of them actually, 
to make a hoedown fiddler, follow in my old 
Dad's tracks and in my tracks. But neither 
one of them was interested. Too busy. 
Running around doing something else, see. 
But in 1965 they come in to me one after- 
noon when I got home from work, said, 
"Dad, we're going to learn to play rhythm on 
the banjo and the guitar." I said, "Aw no, 
you don't." They said, "Yes, we do." So 
that's how it comethat I take the fiddle back. 
I got the banjo and the guitar and the fiddle 
out, tuned them all up and then I'd play a 
tune. I'd show them the chords on the banjo 
and then show them the chords on the 
guitar. Then we'd pick up all three and we'd 
The story of Earl Collins, is not only the story 
of a fiddler, but of a love that has been and 
continues to be expressed thru music. 

Photo by John Melville Bishop 



try. 
You know, I love old jam sessions better 

than I do anything. Just setting around 
someone's house, and you play what you 
want to as long as you want to-this and 
that. I play a while and you play a while, then 
someone else will play. Then I'II go back, 
and I'II play some and you play some. . . . 

Sheet music looks like puppy tracks to 
me. Scales won't mean nothing to you in 
hoedowns, won't mean a doggone thing. 
You just pick up the fiddle, get a tune in your 
mind, and you work on that tune and you 
play ir. You've got it in your mind and you 
know just exactly how it goes. That's mem- 
ory. But if you go to school and they teach 
you notes, you're not going to play 
hoedown, you're going to play violin. It's 
hard to get an old hoedown fiddler's tone. 
There's not too many around that has the 
old fiddler's tone to me. It's a touch on the 
strings and smooth bowing that makes a 
fiddler. It's the beauty that you get out of a 
fiddle. As long as you're in the chord, mak- 
ing your true notes, runnin' your smooth 
bow--you're playin' the fiddle. . . . 

Clark Collins, Earl's older brother 
201d lady Buchanan, Marion Buchanan 

Thede, Director, Music Project, WPA, 
Potowatarnie County, Oklahoma. 

=Max Collins, one of Earl's younger brothers. 
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cles on the folklore of the states surrounding 
Indiana. 

Publications of the Texas Folklore Society- 
Unlike other state organizations the Texas 
Folklore Society issues a yearly book rather than 
a journal. The first volume appeared in 1916. 

The Library of Congress Archive of Folk Song 
has over the past few decatfes issued more than 
s i q  LPS of American folk music. In addition to a 
listing of these recordings--which are available 
for purchase4ists of state and regional 
festivals, local folklore organizations, and 
folkmusic bibliography are also available FREE 
upon request. Anyone interested should write 
the following address: Music Division, Library of 
Congress, Washington, D. C., 20540. 

Journal of American Folklore-The oldest 
folklore journal in the United States was founded 
in 1888. Although originally devoted primarily to 
American folklore it is now much broader in 
scope and deals with folklore throughout the 
world. Nevertheless articles on regional Ameri- 
can folklore often appear in its pages. 

Southem Folklore Quarterly-When first pub- 
lished in 1937 this journal was primarily devoted 
to the folklore of the southern United States but it 
now deals with folklore internationally. Neverthe- 
less it still contains, a great deal of material on 
southern folklore. 

Western Folklore--An international folklore jour- 
nal based in California. Originally known as Cali- 
fornia Folklore it has on several occasions since 
the name change in 1945 devoted issues to the 
folklore of various westem states. 

Pennsylvania Folklife-Begun in 1949 as a 
weekly publicatin this is now a quarterly journal 
devoted to the folklore of the Pennsylvania Ger- 
mans. 

New York Folklore Quarterly-Founded in 1945 
this journal has remained primarily devotedto the 
folklore of New York State although it does occa- 
sionally contain artides with a more international 
flavor. 

Indiana Folklore-The most recent title for the 
now defunct Midwest Folklore. Although more 
concerned with the Hoosier State than its pred- 
ecessor it also indudes, from time to time, arti- 

Waiter Osborne of Prineville, Oregon, a 
Regional American participant during 
Week 7 (The Pacific Northwest, July 
28-August 1) carved this logger with a 
chain sew. Photo by Suzi Jones, Area 
Coordinator, Regional America 



Family 
Pollrlore 
The Festival overall is designed to make 
Americans aware of the beauty and value of 
the traditions which form so large a part of 
our national culture. Within this large struc- 
ture, the Family Folklore program comple- 
ments the other Festival areas by helping 
visitors discover and recognize their own 
particular traditions, the home-based folk- 
ways that decorate life and make it mean- 
ingful. 

In this area, a group of folklorists will 
interview any interested festival goers 
about the customs, sayings and stories in 
their own families. Here you can also exam- 
ine samples of the many traditional ways in 
which Americans preserve and remember 
their past-family photo albums, baby 
books, scrapbooks, family history quilts, 
charm bracelets and others. We will show 
our film that treats home movies as an 
American folk art, along with another on the 
ways members of a family relate to each 
other through folklore. Finally, we will dis- 
play here our book in progress, a history of 
America through family stories, to which we 
hope many Festival goers will contribute 
their own memories. 

Caddy Buffers: Legends of a Middle Class 
Black Family in Philadelphia 
by Kathryn Morgan 

Whenever my mother was exasperated Caddy was ours. 
with me she would say I was "just like Caddy was among the first generation of 
Caddy." I never let her know that as far as I freed mulatto slaves who, when emanci- 
was concerned this was a most desired pated, were decidedly underprivileged 
compliment. For us, as Black American people. The struggle for survival in the rem- 
children, family legends centered around nants of a slave economy was difficult for 
my great-grandmother affectionately her as she was the offspring of a master- 
known to us as "Caddy." Caddy legends slave relationship, illiterate and unskilled. 
have served as "buffers" for the children in She also had two very young children to 
our family for four generations. From time care for who had been conceived by former 
immemorial, slaves and members of seri- masters. One of the children, Adeline, died 
ously oppressed groups have used such at a very early age, but Albert, my grand- 
buffers to overcome fear, anxiety and an- father, worked along with Caddy in Lynch- 
ger. Although there are many similar narra- burg, Virginia, until he met and married Kate, 
tives in folk histories dealing with the or- my grandmother, also the product of a 
deals of slavery, they did not belong to us, as master-slave relationship. Both Kate and 
did the legends of Caddy. The other narra- Albert were unskilledand could not read but 
tives finally belonged to the world, but they worked along with Caddy to help buy 

property and save money so to enable the 
MWanreceivedher MA and PhDin third generation to go to school. One of their 

Folklore and Folklife from the University of 
Pennsylvania. She is presently Associate 

seven children was my mother Marjorie. 

Professor of History at Swarthmore College, My mother is the major tradition bearer in 
Swarthmm, Pennsylvania. Her special our family. She told me the legends before I 
research interest is the relationship between was old enough to go to school. I have kept 
folkloreandhistor~andsheis currentl~engaged them alive by telling them to my daughter 
in writingan epic, "The Midnight Sun, "basedon susan, who in turn has told of them 
folklore and Afro-American history. to her younger cousins. 

 his-was-our folklore and it was func- 
tional. It was the antidote used by our par- 
ents and our grandparents and our great- 
grandparents to help counteract the poison 
of self-hate stirred up by contradictions 
found in the home of the brave and the land 
of the free. 

I cannot truthfully say that I remember the 
exact circumstances surrounding the first 
telling of the legends. I know they were 
often-repeated. They were usually~told in 
the kitchen while my mother was perform- 
ing some other chore. She never sat to tell 
them and sometimes we would have to fol- 
low her from room to room to hear the end of 
a story. They were never told as a series. I 
was the most avid listener, as I was the only 

Kate and Albert: Kate-wife of Albert- 
born slave, daughter of slave and master. 
Tried to raise the children right. 

often-repeated. They were usually~told in 
the kitchen while my mother was perform- 
ing some other chore. She never sat to tell 

born slave, daughter of slave and master. 
Tried to raise the children right. 

girl. It was my life's ambition to be like 
Caddy when I was a little girl, as Caddy did 
all the daring things I secretly wanted to do. 
Frankly, Caddy comes to my rescue even 
now when some obstacle seems insur- 
mountable to me. I cannot remember the 
first time I was told about Caddy being sold 
on the block when she was eight years old, 
but all during my childhood I remember hav- 
ing a sense of well-being in the knowledge 
that nobody could sell me. 

CADDY 
Caddy was only eight years old when she 
was sold on the block. After that she was 
always being sold. She wassent from plan- 
tation to plantation but she would always 
run away. She grew to be a beautiful young 
girl and that made the white women hate 
her. The white men loved her and some- 
times she was taken to live in the big 
houses. Big houses or not, Caddy didn't 
want to be a slave. She would run away. 
When she was caught, she was usually 
hung in the barn and whipped across the 
back with acat-o-nine-tails, This didn't stop 
Caddy from running. She would run and 
she would be caught and she would be 
whipped. Do you think she'd cry when they 
whipped her with a cat-o-nine-tails? Not 
Caddy. It would take more than a cat-o- 
nine-tails to make Caddy cry. 

Despite severe financial hardship 
brought about by the long illness of one of 
my brothers, my mother always managed 
to put "good shoes on our feet and good 
food in our stomachs," and tell us how 
Caddy made her money and bought prop- 
erty in spite of adverse conditions. 

HOW CADDY MADE HER MONEY 
ANDBOUGHTHERPROPERTY 

Caddy couldn't read or write but she sure 
could count money. She was never one 
penny short. Albert and Kate couldn't read 
or write either but Caddy taught them how 



to work hard and count money too. She said 
that there was only one way children could 
learn how to read and write. The grownups 
had to work hard and save the money. 
Caddy had all kinds of ways to make 
money. She was a midwife for the poor 
whites and the Negroes. She would go 
around to all the restaurants and good 
houses on the other side of the tracks, pick 
out the spotted fruit that had been thrown in 
the garbage. Then she would come home, 
cut the spots off and make preserves and 
pies and go back and sell them to the same 
folks who had thrown the fruit away! 

The next legend stresses the need for 
respectability and character. 

WHY CADDY GOT MR. GORDON 
OUT OF JAIL 

Caddy got married to a Mr. Gordon. Getting 
married in those days wasn't like getting 
married today. Caddy never bothered to go 
to a preacher or anything. It was enough for 
two people to want to be married. Anyway, 
Caddy wanted a last name for her children 
and Mr. Gordon was willing to give them his. 
It's important for children to have an honest 
last name. Now Mr. Gordon was not a very 
good man, but he did have an honest last 
name and he let Caddy have it for the chil- 
dren. So Caddy put up with his laziness'and 
didn't say too much. Finally, though, he left 
Caddy and got himself another wife. Caddy 
got married to a Mr. Rucker. Now Mr. 
Rucker was a good man, hard working and 
all but he died early. Caddy worked hard 
and saved her money. One day she heard 
that Mr. Gordon had gotten himself in some 
kind of trouble and was going to be sent to 
jail. Caddy went to the bank. She marched 
herself right up to the courthouse, marched 
right up the middle aisle. Stood before that 
judge. She reached down under her skirt 
and put the money on the table. She saia 
"Judge, I don't want no man with my chil-' 

Caddy: Born slave--daughter of master 
and slave. Sold on the block when 8. 

dren's name to go to jail so I'm here to bail 
him out." Now, everybody respected 
Caddy, even the judge, so he let Mr. Gor- 
don go. Caddy was that kind of woman. 
Respectable. Caddy told Mr. Gordon that 
as long as he had her children's name she 
didnt want him laying around in jail. Then 
she gave him money and sent him home to 
his wife. Caddy was like that. Respected. 

The last time Marjorie saw Caddy she 
was running for the trolley trying to make a 
train home. She was ninety-six and she 
said she "was a little bit tired." She wasn't 
sick a day in her I ie and she had avery easy 
death. Before she died she took time to tell 
Kate to get her in the ground quick "Kate, 
don't let a lot of folks pray and speak in the 
'unknown tongue' over me." Kate never 
talked much and she never cried, not even 
when Caddy died. But nobody questioned 
Kate. She just buried Caddy with no praying 
and that was that. 

If we ask what is most distinctive in this 
small contribution to the study of folklore, 
we must first make clear that there cannot 
be anything absolutely unique in the expe- 
rience of any race, any country or any indi- 
vidual. I am sure that Caddy had many 
counterparts throughout the land and, al- 
though I have attempted to relate the es- 
sence of the incidents as I remember them, 
I know that there is much implied wisdom 
learned and transmitted by the enslaved 
to their descendants which is missing. 
Further, to say that internal conflict, race 
hatred and contempt were destroyed by 
these accounts would be untrue. They 
served the purpose of diminishing feelings 
of racial inferiority imposed on us as chil- 
dren. Analysis of this family lore reveals that 
it is on the whole essentially impersonal, 
and it reflects emotion and experience 
which is deeper, wider and older than the 
emotion and wisdom of one individual. It is 
passionate without any loss of serenity and 
it is in the deepest sense-human. 
Reprinted from "New York Folklore Quarterly.'' 



American Windows: 
IS an American Tradition Home Photography a 

lmagine a family returning to a house in 
which they once lived. All the doors are 
locked and it is impossible to enter the 
house. They can only look through the win- 
dows. Imagine the house as that family's 
past, their photographs as windows into 
that past. 

Photographs are windows into one 
another's lives but the curtains are opened 
only on occasion. For the intrigues of daily 
life, they are pulled tight. On special occa- 
sions, they are proudly drawn apart. 

Snr1,.2 weopen the 'curtains' only on selected 
occasions, family photographs are not a ran- 
dom sample of our past. Rather, they are 
selected glimpses of our past based on how 

L -. 
"Christmas', birthdays-you hate to see the camera come out! You know it's going to be a 
picture of the birthday cake, it's going to be a picture of the Christmas tree, it's going to be a 
picture of everyone gathered around behind the person . . . you know hnw it i=l Ctsndprd 
family pictures. . . ."--Carol Maas 

we choose to preserve, remember and be re- 
membered. Certain themes and poses recur 
in family photograph albums. 

Photographs contributed by: 

Joan and Frank Bemick 
Carolyn Mitchell 
Catherine Strasburg 
LaDuska Adriance 
Judith Ruttenberg 
Katherine Brubeck 
Dr. L. S. Yang 
Mrs. Jefferson Patterson 
Mr. and Mrs. Alan Slan 
Susan Dawson 
Patricia Beach 
Philip Tankel 

It is because photographs represent such a 
stylized reality that we have come to think of 
them as a form of folklore. Persons are pho- 
tographed saying cheese far more often than 
eating it. For the most part, the smiling faces 
in these pictures represent a world as it 
looked for a single moment through a 
mother's or a father's eye. 

The Family Folklore Photos and Essay were 
prepared by the staff of Family Folklore. 

"I have the same photograph, only it's a dif- 
ferent kid."--Marce Pollan 



Light streams through the win- 
dow of the house where the 
family now lives, frames them 
in a photograbh. Inevitably, 
time will evict them from the 
house and they will be forced to 
look through the windows to 
find their former selves. "When 
you take agidure of the pres- 
ent you take it into the future 
and you have something from 
the past." (John Clomax) 



The Children's Area is a magnet. Sprinkle 
children through the Festival on ascorching 
day and they'll gravitate here and it will be 
hard to pull them away. In our shady place, 
the Hill and Sand area provides the three 
essential elements of earth, sand and wa- 
ter, to transform the landscape with castles 
and forts, quarries and caves, as dreams 
emerge from the blank sand canvas. In the 
dirt-floored Marble Ring, parents can teach 
their children, and children can bring their 
parents up to date on the ways of aggies, 
steelies, puries and cats eyes. The Game 
Ring has a tree club-house and materials 
for building on additions; games of all sorts 
are played here too-tug of war, jump rope, 
squirt gun fights, four square: hop scotch, 
football. 

In the Crafts Tents in our area, the arti- 
cles useful in play are constructed; we 
make doll houses and dolls, origami cootie 
catchers, soap box derby cars, wooden 
sailboats. The Folk Swap Tent is for the 
exchange of secret languages and riddles, 
counting out rhymes and ghost stories. 
Here, too, we make costumes and puppets 
for the Stage, where children from local 
schools and clubs share their performance 
traditions-clapping games, circuses, 
stunts and parades. Sometimes grownups 
teach the traditional games and play- 
parties that they remember so lovingly from 
their own chldhoods. The best times that 
we have are those when the most Festival 
visitors pin in, so come and play with us. 

City Games 
bv Fred Ferretti 

I told ma 
Ma told pa 
Johnny got a licking and 
Ha ha he. 

How many kkings did he get? 
1 - 2 - 3 - 4 - 5 - 6 -  

(near Mine) 
Blue bdls 
Cockle shells 
Eeevy ivy o-ver. 

(near CaKfornia) 
Hue bells 
Taco shelk 
Eevy ivy o-ver. 

Mother, mother 
I am ill 
Send for the doctor 
Over the hill. 

My motherh your mother 
Live across the way 
Sixteen-nineteen 
South Broadway 
And every night they have a fight and 
This is what they say 
Akka bakka soda cracker 
Akka bakka boo 
Akka bkka soda cracker 
out goes you. 

Not last night 
But the night before 
Twenty-four robbers came 
Knocking at my door 

I went out to 
Let them in 
They hit me on the head with a 
RoIEng pin. 

How many hits d d  I get? 
1 - 2 - 3 - 4 - 5 - 6 -  

Jumprope ~hymes In comes the doctor Fudge, fudge 

In comes the nurse Tell the judge 

If you stretched @lumprope from Maine to In comes the lady with the aligator purse . . . Mama's got a newborn 
Pahw 

California-somebody said once--ell the 
""")r. 

Wrap in up in tissue paper 
children along that rope would be jumping Measles, said the doctor Throw it down the elevator 
to these rhymes: Mumps, said the nurse First floor--miss 

Pneumonia said the lady with the alligator purse. Second f l o o - 4  
h w n  by the ocean 
Lbwn by the sea 
Johnny broke a bottb and 
Blemed it on me. 

Third floor 
Out goes the doctor Kick it out the door 
Out goes the nurse Mama's got no newborn 
Out goes the ledy with the aligator purse. Baby. 

to one step up. 
One might expect that with this constric- 

tion of open space games peculiar to the 
streets of such urban centers as New York, 
Boston, Philadelphia and Chicago, games 
whose forms, rules and rhymes are part of 
America's urban tradition, would become 
constricted as well, would perhaps die of 
disuse. But this has not happened. City 
games, street games, children's games, 
dictated largely by the environment in which 
they were created live on, basically un- 
changed, though altered slightly by new 
geography and social alterations. 

In cities there are no baseball fields and 
so baseball becomes stickball, with a 
sawed-off mop handle replacing the bat, 
with a high-bouncing pink rubber ball- 
which I called a "Spaldeen" as a 
youngster-replacing the baseball, with 
manhole covers becoming pitching 
mounds and home dates, and with sewers, 
auto bumpers and 'fire hydrants becoming 

Fred Femtti is the author of "The Great 
American Marble Book and "The Great 
American Book of Sidewalk, Stoop, art, Curb, 
and Mey Games" both published by Workman 
Publishing Co., New York. 

Photos are by Jeny h w h ,  fmm "The Great 
American Book of Sidewalk, Stoop, Dirt, Curb, 
and Alley Games" by Fred Ferretti, published by 
Workman Publishing Company, New York. 



the spaldeen is thrown agahst the point of 
one of the stoop's steps and each bounce is 
counted as one base for the "batter." 

On city streets games such as Skelly, 
b also called Skelsy, are contrived. This is 

sort of a billiards game, in which a bottle 
cap, filled with melted wax, is shot with the 
fingertip at a succession of boxes within a 
square court-from one to two to three, and 
so on, up to 13. Skelly courts were in my 
time drawn with chalk in the street, or for the 
more affluent, painted on the tar with white 
lead. Skelly is not a suburban game. Nor is 
Box Ball, which must be played within the 
confines of two or more concrete sidewalk 
squares, with players slapping the spal- 
deen on a bounce back and forth in a 
rudimentary form of tennis. Nor is street 
hockey, played on roller skates with a role 
of black electricians' tape used for a puck 
and with hockey sticks made out of wood 
handles nailed and taped to bwmerang- 
shaped pieces of wood. 

One needs a wall, preferably large and 
without windowdike the walls around the 
corner from corner candy stores--to play 
Russia, because the ball must travel some 
27,28,29,30. . . 

ward and downward sufficiently long 
enough to permit the player to execute the 
difficult hand and feet movements required 
before catching the rebound. 

Some games are both city and urban and 
are unchanged by their location-Pottsy, 
also called Hopscotch, Jacks, Jump Rope, 
(particularly Double Dutch with its intri- 
cate rhymes,) baseball card flipping, 
Mumblety-Peg-others change in form as 
they move from city to country. Touch foot- 
ball, city style, has as its gridiron bound- 
aries a pair of curbs and as its goals, tele- 
phone wires strung across the street. 
Basketball, city style, is usually played on 
concrete courts, often with steel waste 
baskets-their bottoms ripped out-as 
hoops, with makeshift backboards made up 
of discarded wood strips. Basketball in the 
suburbs is more often than not played on 
regulation-sized wooden courts. Handball 
in the city is played in many ways and on 
many courts and often does not exist away 
from urban areas, except in athletic clubs. 

But only in the city can one find Johnny 
On A Pony, Ringelevio, or Kick the Can. 
And it seemed .that the best hnrsn 
Chinese Handball--any wall will dc 

chestnuts, the ones that hardened the best 
and became the best "killers" for games of 
Buckeye came from city trees. Marbles in 
the city were largely gambling games using 
concrete curbs, cigar boxes, sidewalks and 
alleys, but away from the city marbles was 
likely to be Ringer or Old Bowler-Abraham 
Lincoln's favorite marbles game-because 
in the suburbs there is more dirt. 

When I was growing up there was no 
such distinction as city or country. The 
basic unit of existence was the block. A 
block might exist in the city or the suburbs 
but it was one's personal world. 

Except for school the boundaries of my 
youth and my activities were defined by one 
block in the city of New York. The middle of 
the block our touch football field because 
.there were no trees to interfere with forward 
passes. At my end of the street was the 
basketball court and the stickball field with 
first base a telephone pole second a man- 
.hole cover and third a fire hydrant. Red 
Rover was played at the end of the block 
where thick trees allowed for no gamesthat 
required throwing a ball, and Boy Scout 
knife-into-the-dirt games could be played 
snywhere because everybody's sidewalk 

was separated from the street by those 
strips of packed-down dirt that was ideal for 
such things. It was marbles and stickball in 
Spring and punchball and handball and 
slap ball in Summer along with jacks and 
jumprope; football in the fall and Buckeyes 
and sleds in the winter. 

There is a tendency to believe in our nos- 
talgia that those games don't exist any- 
more. We are so taken with those overly 
explicit pastimes sold to us and our children 
on television that even as we buy them we 
rue the purchases and long for games that 
were played with imagination, with rules 
that changed at whim, with equipment that 
was makeshift. But they are around. Go into 
any neighborhood in any American City and 
you'll see girls jumping rope and playing 
jacks, boys flipping and swapping baseball 
cards, children chasing and tagging and 
hiding from each other, balls being hot with 
mop handles or with palms and fists, field 
goals being booted over telephone wires. 
Stoops still exist in cities and so do curbs 
and gutters and sidewalks. The kids haven't 
changed much either and they play now ., 
what I remember playing as a boy. The only . 
changes have been in us. 
Abe Lincoln's marble game. 



Playground Law and Order on the 
by Bess Lomax Hawes 

Traditional children's pastimes rarely 
disappear completely; they simply change, 
adapting to varying circumstances. In 
southern California, for example, where the 
afternoons are far too hot for vigorous run- 
ning, "Hide and Go Seek" is rarely played. 
Instead there is a "new" game, "Marco 
Polo" in which swimmers try to outwit and 
outrace a goal tender guarding a "base" at 

1 one end of a swimming pool. 
Is this a new game or simply another 

I variation on an age-old theme? ~olklorists 
dealing with traditional children's lore con- 
tinualhr confront iust this kind of problem, 
becauie- the double factors of stability and d variation that characterize all folklore are 

1 stretched to the utmost. 
On the one hand, the historical continuity 

of childlore is one of the most remarkable 
aspects of the human condition. Revo- 
lutions, wars, vast migrations of peoples 
often seem to have had little or no effect 
won the orivate worlds of the children in- 
volved. some of the counting-out rhymes 
still chanted on twentieth century ptay- 
grounds can be traced to Celtic languages 
spoken by Britons in preRoman times. 
Spanish-speaking children in the new world 
still play the singing games that their old- 
world cousins play, though an ocean and 
two-hundred year time span lie between. 
Marbles, kites, cats cradie and hopscotch 
go back before recorded history, and, as a 
child in Texas, I used to thump on my 
brother's back in a guessing game men- 
tioned by Petronius. 

On the other hand, variation is as obvious 
a characteristic of childlore as is stability. 

Bess Lomax Hawes, a !acuity member of the 
Depamnt  of Anthropology at California State 
University at ~ h ~ i d g e ,  is currently !working at 
the Festival of American FoIMife as its Deputy 
Director for Presentation. She is co-author, with 
Bessie Jones, of Step It Dawn: Games, Plays, 
Songs and Stories from the Afro-American 
Herftage. 

Schoolyard stickball. 

One of the perplexing difficulties in dealing 
with children's lore is that out of a hundred 
renditions of the "same" counting out 
rhyme, for example, almost no two will be 
exactly identical. The continual co-exist- 
ence of stability and variation in childlore is 

'indeed so striking one begins to wonder 
whether they are not perhaps complemen- 
tary rather than antithetical. Maybe, in other 
words, you have to have both. 

In investigating this notion one summer, I 
decided to concentrate on watching the ac- 
tual play of children engaged in those pas- 
times sometimes called "games of indi- 
vidual skill" such as jacks, ball bouncing 
and hopscotch. Such games have at least 
three points in common: they are played 
mostly by 7-12 year olds; they are generally 
learned informally; and they operate, like all 
games, within a framework of rules. 

In actual play, however, in spite of the 
large number of stringent requirements of 
which agreement is general: (a player may 
not move any jack except the one in play); 
(all jacks must be picked up fist one at a 
time, then two at a time and so forth); (a 
player who doesn't catch the ball after one 
bounce has "missed"), there are a large 
number of variables which are free-floating 
and considered open to discussion. 

For example, there are fifteen or more 
sub-games of jacks-"babies," pigs in the 
pen; eggs in the basket; around the world; 
rolling down Broadway; shooting stars; and 
the like. Just which of these sub-games are 
played and in what order has varied with 
almost every game reported to me. 

It is apparently negotiable each time a 
round of jacks is proposed. Even after the 
sequence has been agreed upon, a number 
of points of play remain open to a number of 
kin& of settlement; "kissies," "haystacks," 
"cart before the horse," etc. The point is 
that agreement on all these questions is 
only short-term; all such rules are in effect 
only for the duration of the particular play 
session about to begin. The traditional rules 
for playing jacks are constructed to include 





'One of first things we wmt to M m  
about a new muaintartce io how he or she 

constructton wkar, a seGfBPbllY or a bus 
d W ,  most of us know wry lMe about the 
specid circumsZanees of any occupation 
but our OM. The Working Amstlcam see 
tian, then, e@we8 and celebrst~s work- 
rslaa68d traditions, looking a? A m m s  n d  
as people from a cwtain area of the country 
or from a p a r t h k  culture, but in term of 
hav tkey make thelr Jlv4pings and whgt they 
must know to do th01r jobs. 

Each occupation has its own traditions 
and its own body of sklUs. In the Wwklng 
Americans section, Fe$tlval-goers can 
meet ahd talk with members of many 
unionrr end orplzations while they &em- 
onstrate the particular knowhow that is esr 
sntiel to tkes varied tasks and while may 
share, in the workshop areas, the partkuh 
trde%~jokaathatgrwoutof~maKeot 
mworktheydo. 

Occupational Folklife: 
by Robert S. &Carl 

The influence of occupations upon the 
American character stretches from Mel- 
ville's Moby Dkk  to Terkel's Working, from 
the developmenf of the clipper ship to the 
skills involved in the constructionof a mod- 
em skyscraper. And although we continue 
to be influenced by and identified through 
the work that we do, we know very little 
about the work done by others. By examin- 
ing the broad categories of ocwpational 
"folklife" and the main ways in which it is 
expressed, it will be possible to gain a better 
understanding of its impact upon our lives. 

Our occupations demand various kinds 
of skill and knowledge. Even though the 
basic techniques may be studied in the 
dassroom or read from a textbook, the only 
realistic way to- learn how to do a particular 
job is through experience. The separation 
of the work group from the rest of society, its 
internal cohesion, and the distinctions 
made between insiders and outsiders, in 
addition to the passage of work-related in- 
fwmtion from the emterienoed to the inex- 

An Introduction 

perienced workers defines an occupational 
"folk" group. The stories told within the 
work context can be. referred to as the 
folklore of the occupation and together with 
work skills, dress and the special language 
of the group, the entire complex comprises 
the workers' occupational folklife. This 
folklife cuts across regional and ethnic lines 
and it indudw among other things beliefs 
and superstitions arising' from the work 
place, many of which are told as Cegendf 
with local details addedto substantiate their 
believability. They include stories about 
dead construction workers or even entire 
trains rumored to be encased in concrete 
bridge supports, the ominous sounds of 
tommyknockers creaking out impending 
mine cave-ins, a w  hitchhikers stopping 
trucks and either vanishing, or disappear- 
ing and taking the driver and truck with 
them. 

Perhaps the most common form of o m -  
pationl folklore and that most seldom 
heard outside the work group is the acci- 
dent or unusual incident story. First or third 
person accounts of ironworkers being 
knooked over the side by a swinging beam 
or of loggers "buying ttPe farm" when a ton 
of loose barksuddenly crashes on top of an 
unwary tree-faller, exemplify this form. 
These stories are ofien filled with too much 
jargon for the outsider to understand com- 
~letehr, but within the occumtion they rein- 

WAR'S . ~ H I N '  TO IT MAW! 
' 

YOU 64 R16PT IN AND SEND 
FOR THAT LECTRIC STOVE. 

"Electrical Workers," May 1946 

krce unit)c of the group members and folklife which is passed from one member to 
I ~ a w l a @  in * ~ s  of' monotOnous another and is closely related to experi- 
jobs) act as teaching devimto carde@ or ence. Accumulated years of experience are 
ummking workers. exmessed ehuenthr in the confident set- I 

Skill b - ~ t h e r  Of OCCUpa!ional tin$ up and michinib of a "no toleran&" 
Robert MeCarl hdds a masters degree in compwnd die part by an experienced tool 
WMfk frum the Univenlty of Oregon and and d i  maker and the delicate maneuver- 
presentiy is C O - ~ n a t i n g  research brthe ing of a twenty-five barge tow by a Missis- 
w&m Americans area of the F&VU of sippi tow boat captain. These subtle skills I 
~m'c'an Fdklfe. His primary intern& an, are evaluated by other workers through 
~ ~ @ f d k l o ~ ~ d  blI@fe on which he their narratives, jokes and gestures. 
has published several artidat. Through these expressions the work group 
The placement of a steel girder requires communicates to the individual its ap- 
the skill, timing, and coordinated efforts of proval, disapproval, respect and ridicule for 
several workers. Photo by Syeus MOW. a work skill well or poorly performed. It is I 



The Folk Heroes of 
Occupational Groups 
by Jack Santino 

this interaction between folklore and skill tance of music in the work group, it merely tion (not just a small cadre of specialists) "All them lies we tell is the truth!" 
that is the basis of occupational folklife. makes it a more generalized form and one take part in the collection, presentation and -a workerpafiicipant 

which isdifficult to relate to any one occupa- study of this material. If we all become more at the 1975 Festival of American Folklife 

PLASTERElTES 

When is it too cold for plastering? 
When a plasterer has to put on three coats. 

When is a plasterer like a bird dog? 
When he is pointing. 

"The Plasterer,'' Oct. 1927 

In addition to the aspects of occupational 
folklife cited above, there are many other 
ways in which workers communicate work- 
related information. Jokes are an important 
part of any occupation and they may take 
the form of xeroxed cartoons depicting an 
office supervisor in a variety of unflattering 
poses, or anecdotes concerning the clum- 
siness of a particular worker. Pranks like 
welding a lunchbucket to a table or sewing 
the sleeves of a work shirt together; graffiti 
on the bathroom walls; particular kinds of 
dress like the grey flannel suit or the log- 
gers' caulk boots; rituals like topping a sky- 
scraper by placing a tree on the highest 
structural member and having a ground 
level party or initiating new pilots by ripping 
off their shirt-tails when they receive their 
licenses; and even customs like pouring 
champagne over the heads of the super 
bowl or world series winners or going with- 
out a bath during finals exam week in col- 
lege. In the past, occupational songs and 
music could easily be added to this list, but 
the impact of popular music mupled with a 
decline in the communal work tasks and 
union solidarity that characterized the early 
trades has diminished the "pure" work 
music found in such occupations as seafar- 
ing, logging and mining. In its place popular 
country-western music that parallels the 
concerns and emotions of a wide variety of 
workers through mass media presentation 
is also adapted to fit into the repertoires of 
local bands, combos and single perfor- 
mers. This does not totally deny the impor- 

tional group without considerable research 
and study. 

Although occupational folklife communi- 
cates the skills and stories which continue 
and revitalize the work group, it also ex- 
presses the concerns and negative feelings 
that many of us feel toward our work. These 
concerns are expressed as stories about 
impending job loss through automation, 
excessive noise, division of labor and as- 
sembly line monotony that precludesverbal 
communication and results in production 
games and intentional sabotage, or repres- 
sive office regimens that bind the office 
worker into acycle of doing time that retains 
not even the slightest semblance of pur- 
poseful work. Also, folklore expressing pos- 
itive and negative feelings toward or- 
ganized labor and management reflect 3 
collective concern about the worker'sfuture 
in an increasingly automated world. 

AT A MAIL'S PACE? 

One of our patrons seems to be a little fed 
up with his postal service. To show his senti- 
ments he put a note on his package which 
read: "I am sending you this by U.S. Snail." 

-Michael Barket 
St. Louis, Missouri 

PO Clerk: I'd like to arrange a loan-and 
fast. 

Banker: Sorry, but the loan arranger is out 
to lunch. 

Clerk: In that case, let me talk to Tonto. 
"American Postal Worker" 

Feb. 1974 

A few basic aspects of occupational 
folklife have been discussed in this brief 
introduction. Most, if not all, of this informa- 
tion is not surprising or new because we all 
maintain differing yet parallel forms of 
work-related knowledge. It is important, 
however, that all segments of the popula- 

sensitive to the influence of our work upon 
our lives, then in addition to the need for job 
quantity we can seek the equally important 
requirement of job quality. Peter Kropotkin 
in 1899 stated that 

. . . precisely in proportion as the work 
required from the individual in modern 
production becomes simpler and easier 
to be learned, and, therefore, also more 
monotonous and wearisome--the re- 
qujrements of the individual far varying 
his work, for exercising all his capacities, 
become more and more prominent. 

(P. Kropotkin 
Fields, Factories and Workshops 
Tomorrow. ed. Colin Ward, 
Harper & Row, 1974, p. 25.) 

By recognizing the role of occupational 
folklife in this process we can preserve the 
richness, humor and rewards of our work 
experiences and perhaps improve our oc- 
cupational futures. 

The following books will provide the interested 
reader with a general background in occupa- 
tional folklife. 
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The 'lies'this man was referring to are the 
stories, jokes, and tall tales that he and 
other workers were swapping at the 1975 
Festival of American Folklife narrative 
center. The 'truth' he was referring to is the 
values, conditions, and concerns that are 
expressed in these stories. Inevitably, the 
stories centered around a central figure, a 
hero figure, who himself was a symbol of 
the values and concerns of the worker. 

Although most people think immediately 
of Paul Bunyan as the great American folk 
hero of the working man, the fact is that 
Paul enjoyed very little, if any, status as a 
hero among lumberjacks. His story was not 
told among them, it was created by a log- 
ging company in Minnesota and lived on the 
printed page. As a result, Paul, and his les- 
ser known analogues created for other oc- 
cupations, served as great popular symbols 
of American economic expansion, but do 
not accurately reflect the life of the worker. 
The true folk heroes of occupational culture 
are to be found in the folk songs workers 
sing and in the stories they tell. Two distinct 
hero types emerge; the ballad hero who is 
usually tragic, and the hero of tales, who is 
triumphant. 

A ballad is a song that tells a story, often 
about a legendary hero or event. One strik- 
ing fact about many worker-hero ballads is 
that they document the destruction of the 
hero by the occupational hazards of the 
particular job. John Henry, the legendary 
steel-driver, suffered a heart attack and 
died, after out-performing a drilling machine 

Jack Santino, folklorist from the University of 
Pennsvlvania, is ~resentlv working as folklore 
speciilist for the'~rans~ortation Eoject of 
Working Americans for the Festival of American 
Folklife. He has taught courses at the University 
of Pennsylvania on American Folklore and 
popular culture. His primary research interests 
include symbolic aspects of heroes as well as 
popular culture and mythology. 
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with his ten pound hammer. Casey Jones, 
the brave engineer, died at the throttle in a 
train wreck. Among lumberjacks, disaster 
ballads are legion. The famous "Jam on 
Gerry's Rocks" tells the story of the suc- 
cessful breaking up of a log jam on a Sun- 
day at the cost of the lives of "six brave 
youths, and their foreman, young Monroe." 

Consider these significant verses from 
the lumbering ballad "Johnny Stiles": 

On the river there never was better 
As I said, my young friend, Johnny Stiles 
He had drove her far oftener than any 
But he always seemed careless and wild 
Bad luck seemed against him this morning 
For his foot it got caught in the jam 
And you know how those waters go howling 
In a flood from the reservoir dam 

"Careless and w i l d  . . . the tragic hero 
usually breaks some taboo, either by being 
careless and wild, like Johnny Stiles, or by 
going out on Sunday, as did Young Monroe, 
or by working double shifts, as did Casey 
Jones, or by simply trying to do too much, 
like John Henry. These men, although 
heroes, outstep their bounds, and ulti- 
mately lose control over the situation and 
are destroyed by it, 

The ballad heroes are traditional heroes 
of occupational culture and reflect workers' 
legitimate concerns. What do they tell us? 
To think. To use common sense, to avoid 
unnecessary risks. The ballad heroes are 
admired as brave men, victims of the dan- 
gers of the job, perhaps even as martyrs to 
some extent. But it is recognized in the 
songs that the worker put himself in a 
dangerous position by being wild and reck- 
less, or by flouting a taboo, or by simply 
trying to do more than a reasonable man 
should. 

It is in the spoken narratives that the 
workers swap with each other, and which 
may represent a more personal and direct 
expression of their concerns and values, 
that the worker-hero is clever, a thinker. If 
the popular mass media heroes are repre- 

Photo by Syeus Mottel. 

sented as supermen whose physical abili- 
ties are highly exaggerated and whose 
mental abilities are secondary and often 
minimal; and if in the ballads the heroes 
display a final inability to control their cir- 
cumstances because of their own over- 
zealousness and thus contribute to their 
owndownfall; then in the workers' spoken 
narratives the heroes are clever tricksters 
who, although unsavory and even wild, are 
not careless. They do not lose control, but 
ultimately they prove their control over the 
situation by means of their wit. Their ability 
is mental ability along with the physical 
prowess and know-how of their cousins in 
song and popular publications, who lack 
this crucial quality. 

George Knox, for instance, is a legendary 
lumberjack from the Maine woods who 
made good his boasts of clearing great 
tracts of forest overnight, and of lifting 
heavy boulders. He had, in fact, made a 
pact with the devil and was receiving 
supernatural aid. Thus, he managed to ac- 
complish these tasks without doing any 
physical labor. 

Knox, by procuring supernatural help, is 
an extreme. A more typical story is the one 
of the trainman named Hoover who was 
having a lot of trouble with the job, with 
being on time. He was called before the 
trainmaster, who told him, "Mr. Hoover, I 
don't know what I'm going to do with you. 
You're costing us a lot of money. I mean, 
put yourself in my place." So he changed 
seats with the trainmaster, and Mr. Hoover, 
who is always in trouble, looked over to the 
trainmaster and said, "Mr Hoover, I'm going 
to give you one more chance!" 

The trickster heroes of the spoken narra- 
tives are on top of every situation. They are 
workers who are tough, able, and physically 
strong, and who are mentally alert, active, 
and capable. 

Roy Reed, a conductor with the United 
Transportation Union, told this one on him- 
self at the 1975 Festival of American 
Folklife: 

"Right before Christmas we had this girl 
porter. We're going down the road, must've 
been about Hancock and this girl porter 
comes back. I was with Pete Ervin on the 
#8. She said something to him, I went out 
and, when I came back in, Pete's gone. So I 
go sauntering in through the cars, when I 
get up to the club car that girl porter says to 
me you'd better get up there, fella's gonna 
beat Pete up. So I go on up to the car. 

At that time, around Christmas time, I 
always carry a pocket full of lollypops to 
give the kids, you know. They get a big 
charge out of that. So I go up to this car and 
there's this big fella standing up and, man, 
he's just cussing everybody. Somebody's 
stole his ticket. And he said, god damn he 
said, I'm from West Virginia and he doubled 
his arm up and he said I'm tough, he said, I'll 
whip anybody on this damn train. I take my 
coat off, fold it up nice, you know, doublemy 
fist up. I said I'm from West Virginiatoo, but I 
guess I'm as tough as you are. I said now sit 
down, I don't want to hear no more out of 
you." Now Pete he done sent the message 
off for the law to pick him up, when the law 
pick him up, I had him suckin' a lollypop. 

"Sucking a lollypop!" 
Physical power is not enough in dealing 

with the totality of occupational culture. The 
hero of workers' tales seems to combine a 
number of attributes and presents a picture 
of the idealized worker as both a thinker and 
doer. 
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The Folklife of Transportation Workers 
Project celebrates the lore, lifestyles, and 
occupational skills of the American workers 
who operate, maintain and regulate the na- 
tion's transport system. The airline pilot's 
complex take-off procedure, the flight at- 
tendant's responsibility for safety in the 
cabin, the railroader's abilitv to calculate 

and make complicated box-car switches 
are to be found here; as well as bus and taxi 
drivers' tales of ways to handle over-de- 
manding passengers, truck driving songs, 
and seafarers' yarns. Transportation work- 
ers keep the nation's economic lifeblood 
moving. They also harbor a rich lore, re- 
olete with heroes, tall tales, and soncls. 

Railroad Men Tell Stori 
by Luis S. Kemnitzer 

Ask any railroad man to tell you a story, 
and in most cases he will say that he 
doesn't know any. "I just can't remember 
those old stories. I forget them as soon as I 
hear them." Or, "Oh yes, I've been working 
for one railroad or another for twenty years, 
but nothing exciting or interesting ever hap- 
pened to me." Then, just as you might be 
leaving him, he says, "Well, there was the 
time I rode a reefer (refrigerator car) down 
the side of a mountain after it had jumped 
the track, but it wasn't much." 

If rails (veteran railroad men) "don't 
kno\nr" any stories, then how do railroad 
stories get told? When do they become full- 
fledged stories? It seems to me that most 
rails don't look at their reminiscences as 
"stories" that can stand alone, but as con- 
tributions to bull sessions, which are re- 
membered when something reminds the 
teller of a personal experience or a story he 
heard. 

Bull sessions take place on and off the 
job. They are part of the way railroad work- 
ers build and maintain an occupational fel- 
lowship that eases closely coordinated 
team work, team work that is essential to 
getting a job done safely and efficiently. 
One retired switchman told of being visited 
by a fellow worker: "By the time we went to 
bed there were box cars stacked up all over 
the room." They had told railroad stories all 
evening. 

We can call such sessions communal 
oral "anthologies" just as a collection of 
tales in print is called an anthology. They 

Luis S. Kemnitser worked for ten years on 
various railroads in the state of California as 
brakeman and conductor. He received a 
doctorate from the University of Pennsylvania 
and now teaches Anthropology at San 
Francisco State University. Principal among his 
anthropological interests is the growing field of 
industrial ethnology. 

Seamen on the St. Lawrence Seaway 
leave painted greetings to the crews of 
other ships that pass through the locks. 
Photo by Jan Faul. 

es Together 

happen only at the right time and place, and 
their topics vary even as the, session itself 
goes on. A collector looking for one of these 
oral anthologies may have to wait for weeks 
before one starts. 

A rail may contribute to bull sessions for 
years without thinking about the fact that he 
is participating in a communal creative 
process. To him, there is a storehouse of 
stories in his memory, and he remembers 
and tells them as they become appropriate. 
He may also tell the same story in different 
sessions under different topics. 

There is a rough division of railroad 
stories into True Stories (which actually 
happened to me), Might-be-True Stories 
(which a fellow told me, but I couldn't be 
sure it happened this way), and Lies (tall 
tales told with a straight face that start out 
sounding real but quickly become fantas- 
tic). Some Might-be-True Stories and many 
Lies are part of an gral tradition that passes 
from one railroad to another. Even True 
Stories can become part of communal tradi- 
tion. 

Nobody actually announces the topics of 
an anthology which may shift as one story 
reminds somebody of anotherthat changes 
the subject slightly. But a folklorist could 
probably answer a rail's question "What did 
you talk about at beans tonight?" with a 
phrase that could serve as a topic name, 
such as Crossing Accidents, or Narrow Es- 
capes, or Faulty Equipment, or Complex 
Switching Moves, or Famous Characters, 
or Good and Bad Officials, or How Railroad- 
ing is Going to Hell. 

The stories that follow are part of such an 
anthology and illustrate some of the cate- 
gories listed above. I collected these stories 
and have edited them here to fit the con- 
fines of space. The topic of this particular 
anthology begins as Tying Up Crossings. 
The teller fits a relevant story to the topic at 
hand by means of his introduction. This is a 
True Story. 

"We sure had the crossings1 tied up one 
day at Schellville. You remember those 

37 



close-coupled Mikes2 where the cab3 door fireman yelled, "Hey, we just dropped a tracks. 1. Railroad crossings, where an automobile 
was so tight4 that you couldn't look overthe plug!"12 There we were: no water, both They finally made the joint and flattened road crosses the tracks. 
train when it was going around a curve? crossings blocked, and cars trapped in all the wheels on that engine as they stop- 2. Short for Mikados, a type of steam engine. 
Well, we had one of those one day on the three places, and a hundred and twenty- and finally wound up pretty close to 3. Cab the  locomotive^ where the engineer 

sits. Schellville Turn, and we were putting our five cars. Luckily the Northwestern Pacific the derail. It was about a mile and a half 
4, Mikados were coupled to their coal tender 

train together5 after beans to go home.6 crew was around and able to get around us from the roundhouse to the last derail at the cars very. 
The main line leaves the yard at the bull to cut the That was one more west end of the yard, that's kept open so 5, Coupling together strings of boxcars which 
switch7 just east of the highway, and then time we died on the lawi4 at Schellville. I anything that gets away goes in the river have been classified in afreight yard accord- 
curves around one leg of the wyee and don't know how the hoghead15 let the water instead of out on the main line to cause a ing to their destination. 
crossesthe highway again, and we doubled get that low, or whether the boiler was real catastrophe. 6. After a meal-lunch in this case-to return to 
one track to another,g which gave us a faulty, but it sure gave us all a scare." The original telling was embellished the base terminal. 
hundred and twenty-five cars, and put us The next man picks up one thread of the much more to recreate the suspense of the 7. The switch between the classification yard 

blocking both crossings and trapping some previous story, and changes the topic to actual happening, and included the names and the main track. 

cars in between. Then we had to make our Narrow Escapes. When Dick Murdock told of the helper and the roundhouse foreman. Atrackconfiguration that with 

air test,1° and that held us some more. It it, it was aTrue Story, but I can only tell it as The next story could be inspired by the topic its two upper armsconnected by a horizontal 
line (Y) 

was Sunday morning, and we had been a Might-be-True Story, since it didn't actu- of the Narrow Escapes, or, as Ray Levett g, put two full trainloads of cars together to 
working all night, and everybody in Sonoma ally happen to me: told it, just out of sheer devilment: make one double-length train. 
county was going from One end to the Dick Murdock tells about the time he was You j.emember old Henninger, said he lo. Test the air pressure in the breaking system 
other, and they were all stopped at this working on the Shasta Division, in Duns- was an experienced engineer, turned out from the locomotive to the caboose. 
crossing. muir Yard, where it's all down hill. One day he was a correspondence school engineer Signal to proceed. 

The engineer liked to play with his whis- when he was hostling,l6 the roundhouse off the Central of Georgia? He said he was 2. The plug is a valve in a if 

tle, and when he got the highball1 l from the foreman tried to couple into a flat car with a in a wreck back there where the engine 
the boiler overheats because of lack of wa- 
ter, the soft metal plug will pop out because rear end, he really laid on that whistle cord, crane on it, with a high-wheeled Pacific en- derailed and rolled over three times, said, of the pressure. 

and played a tune. Just as he finished gin,, but when he hit it the pin didn't fa11,17 'IThe Only I didn't get fired was ' 13. The other crew was able to reach the end of whistling off we heard a big whoosh and the and the car started to roll away. He took whistled out the flagz3 when she rolled over the stalled train by way of another track and 
another hit at it and the same thing hap- the third time." to use their locomotive to uncouple the cars 
pened again, and the car started rolling a No need to tell anyone this is a Lie. that blocked the crossings. 
little faster. About that time he whistled and With proper embellishments and expla- 14. Ran out of permitted working time according 
called Dick and his helper, and the helper nations of detail, some of the stories' are to the Federal Hours of Service Act. 
ran and got on the pilotie of the engine and meaningful and interesting for outsiders. 15. Engineer. 
Dick got in the cab,lg the helper gave him a But most pieces of anthologies have mean- 16. Moving engine in and around the round- 
come ahead sign and they took off after the ing only for the teller and his fellow workers house where they are repaired and ser- 

viced flat car, that was now rolling about five or six within the context of bull sessions. The The ;oupling of the cars happen, miles per hour. stories only strengthen the 18, Plafform on the front end of an engine. 
There was a herder's shanty20 down occupational fellowship, they are also 19, place where the engineer normally sits. 

below there, and he saw the car coming and teaching aids to inexperienced workers, if 20. A herder works in a yard where switches 
lined the derai121-if he had left it alone the they listen. In these sessions, a young rail must be manually thrown. He controls the 
car would have jumped the track and stop- learns what is valued by his fellow workers: movements of cars and engines according 
ped, but he didn't-so with the car on the how to act properly around other rails, how to the orders of the yardmaster. His shanty is 
loose they kept after it. They tried to couple to handle emergencies, and how to make his shelter from the weather when not 
again and failed, but they bumped it and complicated switching moves. In addition, operating a switch. 
made it go a little faster, and it was all down the young rail ("student" he is sometimes 21. Amoveabledevice Put on the track at Places 
hill all the way through the yard. The crews called) acquires the lore that is part of his of potential collision to derail cars that might 

The lore of the train has captured the otherwise collide. down at the yard knew they were coming identification with the job and its culture; all 22. The locomotive,s brakes had locked the 
imagination of Americans young and old and had them all lined through the yard, and of this, that is, if he pays attention to what he wheels and it slid to a halt. 
for 100 years and will be a featured part of all the way they kept trying to couple into the hears. Even when the old heads are studi- 23, G~~~ the signal for the flagman to leave the 
the Transportation Exhibit on the Mall this car and made it go faster, up to about 30 ously ignoring the younger workers, these caboose and guard the rear end of a dis- 
summer. miles an hour, which is darn fast for yard stories are meant for them. abled train from subsequent collisions. 
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Yardman with switching list 
The process of placing these cars in their This allows switches to be thrown in front of 
proper tracks requires that the brakeman, freight cars and regulates the tension along 
checking his switch list, signal the engineer the line of cars so that they can be un- 
to come ahead, slow down, stop or reverse. coupled. 
40 

Uncoupling the cars (called "pulling the pin" momentum of the separated car carry it 
after an obsolete form of coupling device) is over the switch and into the desired branch 
accomplished by pulling the "cutting lever" track. 
before the engineer slows down to let the I 



Bringing togetner two cuts of cars to make u 

Lengths of already-classified cars (called 
"cuts") are then joined together to make up 
an outgoing train headed straight for local 
freight sidings, or first to a distant yard to be 
reclassified there as local freight. 

Flat switching requires skills of handling 
massive railroad machinery, ability to judge 
distances of track and movements of pon- 
derous freight cars, and communication 
and teamwork that coordinate the informed 
actions of each worker. Railroad skills and 
knowledge, and the modes of cooperation 
among workers that enable these to b e  
come effective, form the core of an occupa- 
tional folklife. Surrounding these are stories 
about incidents and characters, group cel- 
ebrations, jokes and sayings. They form an 
occupational folklore that comments on 
what working on the railroad means to the 
people who make it run. 
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Summer Schedule 
REGIONAL AFRICAN NATIVE OLD WAYS WORKING 

Date AMERICANS DIASPORA AMERICANS IN THE NEW WORLD AMERICANS 

I 
Ghana Israeli and June 16- The Northeast Northeast American Jewish Workers Who Extract 

June 20 Jamaica 
Romanian And Shape 

I I 
June 23- 
June 27 

The Great Lakes Ghana 
Jamaica 

Great Lakes 
Danish/Norwegian/ Workers Who Extract 
Icelandic/Swedish 
Finnish/Faroese And Shape 
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July 1- 
July 5 

The South 
-,*, :- >,,'y$'+:;:, .,:;,y:,jt;i;y-, bp.::m -x+iz. y,rl!! . $,&@<jtci;., :.;;G:ii),, $ French/Canadian 

#, -au ;+&&:@; .. . 2 . !;,:., ; !igk,.;, 
P,: Polish Workers Who Build I 

IV 
July 7- 
July 11 

The Upland South Haiti Southern Plains British/Canadian 
Portuguese 

Workers Who Build I 
v 

July 14- 
July 18 

The Heartland Liberia 
Trinidad & Tobago 

Prairie Yugoslav 
Irish 

Workers Who Clothe Us I 
VI 

July 21- 
July 25 

The Great West Liberia 
Trinidad & Tobago 

Northern Plains Belgian 
Egyptian 

Workers Who Clothe Us I 
VII 

July 28- 
August 1 

The Pacific Northwest Nigeria 
Brazil 

Northwest Coast German 
Pakistani 

Workers In 
Communications, Arts 

& Recreation I 
Vlll 

August 4- 
August 8 

The Southwest Nigeria 
Puerto Rico 

Southwest Spanish 
Mexican 

Workers in 
Communications, Arts 

& Recreation I 
IX 

August 11- 
August 15 

Transportation Zaire 
Surinam Plateau Japanese Workers in Professional 

Greek 
& Technical Skills 

Trans~ortation I 
X 

August 18- 
August 22 

Transportation Zaire 
Surinam Basin Austrian Workers in Professional 

Indian & Technical Skills 
Trans~ortation I 

XI 
August 25- 
August 29 

Transportation Senegal Northern California Swiss Workers Who Feed Us 
Hungarian Transportation I 

XI1 
September 2- Transportation Senegal Arctic Workers Who Feed Us 

Transportation I 
Program subject to change. 
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Childrens and Family Folklore activities continuous daily. 



General lnformation 
Program Services 
Program lnformation about the Festival of 
American Folklife is listed by day and by 
area in the schedule insert, separately 
bound, and updated bi-weekly. General 
information may be obtained at five 
information kiosks across the Festival 
grounds. Detailed listings can be found 
daily on callboards adjacent to each 
performance area. 
Hours of the Festival are 11 a.m. to 5 p.m. 

I 
with evening concerts. The Festival is not in 
operation Mondays or Tuesdays to allow for 
changeover of exhibits. 

Crafts Demonstrations are held daily 11 
a.m. to 5 p.m. in the Native Americans, 
Regional American, African Diaspora and 
Old Ways in the New World areas. 
Traditional crafts appropriate to the theme 
are featured. Among these: basket making, 
silver smithing, instrument making, corn 
husk doll making, lace making, carving, 

Ib weaving, quilting and many more. 

Food Demonstrations are held daily 11 
a.m. to 5 p.m. in the Regional American, 
African Diaspora and Old Ways in the New 
World areas. Traditional food preparations 
appropriate to the theme area will be 
featured and sold. Among these: sour 

I dough bread, souvlaki, corn soup, mochi 
sushi, gumbo, bratwurst, fry bread, struvor 
and more. 
Learning Centers are located in the 
African Diaspora and Native American 
areas. They are centers where visitors can 
learn more about presentations through 
films, photos, videotapes, books, records 
and workshops. ~egularly scheduled 
Learning Center events are listed on the 
callboards adjacent to each center. 
Festival Theaters offer film and live 
presentations in addition to those on 
stages. The Family Folklore area will have 
continuous showings of two films: one with 
excerpts from Home Movies, the other 
about Original Family Traditions. African 
Diaspora and Native Americans will 
present films in area Learning Centers. h:, > , ,  , , ,  . ; , ,t'- . , 

Concessions are representative of the 
spirit and diversity of the Festival, and offer 
ethnic foods, crafts, books, phonograph 
records and children's ethnic toys for sale. 
Food concessions are located mainly in the 
Old Ways in the New World, African 
Diaspora and Regional America areas; 
books and records are available in some 
Leaming Centers and at main sales areas 
centrally located. Toys are available in the 
Children's Area. The Native Americans 
area features Indian foods and crafts. 

The banjo embodies the spirit of the 
Bicentennial Festival of American Folklife. 
Originally an Old World instrument, i t  was 
transplanted from Africa and developed 
into an instrument distinctively American 
through its sound, style and shape. 

First Aid: The American Red Cross is 
operating a First Aid Station in the 
Administration compound near 
Independence Avenue. The nearest 
Emergency Hospital facility is located at 
George Washington University Hospital, 
six blocks north of the Festival site at 
Washington Circle. 

Rest Rooms: There is a permanent rest 
room facility located adjacent to the 
children's area and another at the French 
Drive entrance to the Mall. Other facilities 
are located at strategic points throughout 
the Festival site. 

Lost and Found Articles: Lost articles 
may be claimed at the Administration Tent 
at the end of each day. Found articles may 
be turned in to any of the lnformation 
Kiosks. 

Last Children will be taken to the d ~ e a  
~ t e d b y t h e U . S . P a r k ~ a m l t h e  
h r k w  Red Chss. Pmnts may dl far 
them b m ,  near the Mdmr* 
Comprrund. National Park SeMm 
technidans and Mil assfst. 

BkycW Racks are located on French 
DrhPe. EWCB awnm mu& pmider their own 
lo&w ia~dlor chains to S B C ~  W r  mkw. 
~arkhrg.httb Bums: A shtittk bus 

43 



Working Americans 
AFL-CIO and its Affiliates 
U.S. Department of Labor 
U.S. Department of Transportation 

Contributors 
American Automobile Assoc., National Travel 

Div. 
American Forest Institute 
Atlantic and Pacific Tea Co. 
Avis Rent A Car 
Hunt Wesson Food, Inc. 
Institute of Shortening and Edible Oils 
International Visitors Service Council 
Motorola Inc. 
National Peanut Council 
Pan American World Airways 
Radio Steel & Mfg. Co. 
Rice Council for Market Development 
Singer, Education Division 

.. Terminal Refrigeration and Warehouse, Inc. 
2 United States Army 
.,,+ W. Atlee Burpee Co. 
; Wheat Flour Institute 
,1 
:: : African Diaspora 

I. L * 
Embassy of the People's Republic of Benin 
Embassy of Brazil 
Embassy of Ghana 
Embassy of Haiti 
Embassy of Jamaica 
Embassy of the Republic of Liberia 
Embassy of Nigeria 
Embassy of the Republic of Senegal . 
~mbas@ of ~rinidad and ~obago- 
Embassv of the Re~ublic of Zaire 
~ u s e u m  of ~frican'Art 
Dr. Edward Solomon Ayensu, Chairman, Dept. 

of Botany, Smithsonian Institution 
Mrs. Dinah Ameley Ayensu, lntemational 

Monetary Fund 
Roland L. Freeman, Photographer, Wash., D.C. 
Anne Dimock, Anthrowloaist, M~ls., Minn. 
Hillard Gordon, ~ e w b u r g K ~ v e n h ~  News 
Saka Acquaye, Sculpture, Composer, Accra, 

Ghana 
Kate P. Kent, Univ. of Denver 
Cobey Black, Honolulu Advertiser 
Worth Long, Folklorist, Material Culturalist, Miss. 

Angela Terrell, Writer, Wash., D.C. 
Joel Dreyfuss, Writer, Wash., D.C. 
Bob Fessler, Anthropologist, Goodview, VA 
Lacey C. Wilson Jr., Fla. Ave. Grill 
Jabali Nash, L. L. Green & Assoc. 
Adetokunb~ Olatunde, Drummer,   kc her, 

Atlanta, GA 

Children's Folklore 
Beckman Felt Co. 
BFA Educational Media 
Boise Casade 
Borden, Inc. 
Bucilla Yam Co. 
Carletex Co. 
Coats & Clark Sales Corp. 
Crompton Co., Inc. 
Roger Culler 
Dannemann Fabrics 
The Felters Co. 
Forster Mfg. Co. 
G Street Remnant Shop 
Galligher & Hughely Lumber Co. 
W. T. Galliher & Co. 
The Hecht Co. 
Johnson&Johnson 
B. J. Long Co. 
Lucile Originals 
McDonalds Restaurants, Metropolitan Wash. 

Area 
U. of Michigan Television Ctr. 
Mill End Shop 
Mojave Food Corp. 
George F. Muth Co. Div. M. S. Ginn & Co. 
National Geographic Society 
Vaughan & Bushnell Mfg. Co. 
Woodward & Lothrop 

Native Americans 
U.S. Department of Agriculture 
H.E.W.--Office of lndian Education 
H.E.W.--Office of Native American Programs 
U.S. Department of Labor 
U.S. Department of Commerce 
lndian Desk, Economic Development 

Administration 
Upper Midwest American lndian Center 
Canadian Research Center for Anthropology 
Michigan Department of State 
Michigan State University 
Minnesota Historical Society 
Milwaukee Public Museum 
U.S. Geological Survey 

Sioux lndian Museum and Crafts Center 
University of Wisconsin 
Navajo Community College 
Anthony Paredes, Florida State University Dept. 

of Anthropology 
Grand Council of the Six Nations 
Dr. Meryl Christiansen, Beltsville Agricultural 

Station 
WETA Channel 26 
Public Broadcasting Service 

Old Ways in the New World 
The Govemment and Embassy of Austria 
The Govemment and Embassy of Belgium 
The Govemment and Embassy of Canada 
The Govemment and Embassy of Denmark 
The Govemrnent and Embassy of the Arab 

Republic of Egypt 
The Government and Embassy of Finland 
The Govemment and Embassy of France 
The Govemment and Embassy of the Federal 

Reoublic of Germanv 
The hvemment and ~ m b a s s ~  of Greece 
The Govemment and Embassy of the Hungarian 

People's Republic 
The Government and Embassy of Iceland 
The Govemrnent and Embassy of India 
The Govemment and Embassy of Ireland 
The Govemrnent and Embassy of Israel 
The Government and Embassy of Italy 
The Government and Embassy of Japan 
The Govemment and Embassy of Mexico 
The Govemment and Embassy of Norway 
The Govemment and Embassy of Pakistan 
The Govemment and Embassy of the Polish 

People's Republic 
The Government and Embassy of Portugal 
The Govemment and Embassy of the Socialist 

Republic of Romania 
The Govemment and Embassy of  webe en 
The Govemment and Embassy of Switzerland 
The Govemment and Embassy of the Socialist 

Federal Republic of Yugoslavia 
U.S. Department of State 

Asst. Secy. John Richardson 
L. Arthur Minnich 
U.S. Embassies in participating nations 

U.S. lnformation Agency 
Jerry Scott 
The Voice of America 
USlS Posts in participating nations 

The Gulbenkian Foundation, Portugal 
British Sports Council 

Cepelia, Poland 
Deutsche Musikrat 
The Japan Foundation, Tokyo 
Pro Helvetia, Switzerland 
Swissair 
Pan Am 

Special Thanks 
African Diaspora 
Lynne M. Martin, USlS Monrovia, Liberia 
Kenneth Bache, USlS Accra, Ghana 
Phelon D. Peters, USlS Lagos, Nigeria 
John W. Simmonds, USlS Kinshasa, Zaire 
Sidney L. Hamolsky, USlS Brasilia, Brazil 
John Treacy, USlS Salvador, Brazil 
John C. Twitty, USlS Kingston, Jamaica 
Gerald A. Wunsch, U.S. Embassay, Paramaribo, 

Surinam 
Dennis Askey, USlS Portof-Spain, Trinidad 
Dorothy Stansbury, Yvonne Thayer, U.S. 

Department of State 
Michael Giuffrida, William H. Rodgers, Diane 

Stanley, U.S. Information Agency 
Fritz Jean-Baptiste & Jean Sass i ne, Haitian 

Tourist Bureau 
Albert W. Kayper-Mensah, Ministry of Education 

& Culture, Accra, Ghana 
Jean Smith, Office of the Prime Minister 

Kingston, Jamaica 
Bai T. Moore, Ministry of Information, Monrovia, 

Liberia 
Garba Ashiwaju, Federal Ministry of Information, 

Lagos, Nigeria 
Orlando F. Van Amson, Ministry of Education & 

Community Development, Paramaribo, 
Surinam 

The Honorable Robin Raveles, M.P., 
Paramaribo, Surinam 

Joyce Wong Sang, Office of the Prime Minister, 
Port-of Spain, Trinidad & Tobago 

The Reprint Bookshop, L'Enfant Plaza 
Robert J. Nash, f AlA & Assoc., P. C. 
Olive Lewin, Folklorist 

Children's Folklore 
Thomas A. Hays Joan Paull 
Rosemary Herring Ina Safra 
Ed Houck Rut Sanford 
Richard Lanyi Mike Tardugne 
Ray Nadeem 



Smithsonian Institution 
Native Americans 
Field Artillery Museum, Ft. Sil!, Okla. 
National Anthropological Archives 
American Museum of Natural History 
Museum of the American Indian 
George Washington University, Dept. of 

Anthropology 
Paul Conklin, Wash., D.C. 
Joseph Farber, New York City 
Frances C. MacGregor ' Bill Bumson, Bradenton, FLA 

I 
"Akwesasne Notes," Rooseveltown, ~ e w  York 
National Archives 
Indian Arts & Crafts Board, BIA 
Cradock Bagshaw, Albuquerque, NM 

I 
Old Ways in the New World 
Folklore Research Center, Hebrew University, 

Jerusalem 
Israel Museum, Jerusalem 
Ha'aretz Museum of Ethnography and Folklore, 

Tel Aviv 
Dov Noy 
Avigdor Herzog 
Aviva Lancet 
Galit Hasan-Rock 
Cyrelle Forman 
Heda Jason 
Thorkild Knudsen, The Folkmusic House, 

Holstebro, Denmark 
Danish Folklore Archives, Copenhagen 

h p Sirkka Viitanen. Suomen Pelimanniyhdistys 
Ann-Mari Haggman, Archivist, Finland-Swedish 

Folklore Archives 
Foroya Fomminnissavn, Faroe Islands 

a Swedish Institute, Stockholm 
Scandinavian Council, Washington, D.C. 

I 
Musee des Arts et Traditions Populaires, Paris 

Jean Cuisenier 
Dr. Claudie Marcel-Dubois 

Kusur el-Saqafa, Egypt 
Hay'et el-Kitab, Egypt 
Al-Nat'Haf Al-Masry, Egypt 
Dorothy Heinrich, Special Collections Librarian, 

University of Wisconsin, Green Bay 
Dolores Bultinck, Belgian Consul-General, 

Moline, Ill. 
M. Jean Fraitein, Consewateur, Musee de la Vie 

Walloons 
s Director Uxi Mufti and the staff of the Museum of 

Traditional and Folk Heritage, Islamabad, I& p*is; - - 

lnstituto Nacional de Antropologia e Historia, 
Mexico 
Dr. Guillerrno Bonfils, Director General 
Irene Vasquez 

Arturo Warman, Antropologia Social Universidad 
lberoarnericano 

Sangit Natak Akademi; Delhi, India 
R. K. Singhajit Singh' 
E. Nilakanta Singh 
R. K. Achoubi Singh 
Mrs. Binodini Devi 
Prof. Masakata Kanazawa 
Prof. Fumio Koizumi 
Prof. Osamu Yamaguchi 
Dr. Shigeo Kishibe 
Kozo Yamaji 
Keijiro Matsumura 
Kazuko Nogami 
Buddhist Churches of America 
Japanese American Citizens League 
Greek Folklore Society 
Mrs. Sophia Kqllipolites 
Center of Greek Folkloric Studies, Academy of 

Sciences, Greece 
Stefanos lmellos 
Spyros D. Peristeris 

Phonogrammarchiv der Akademie der 
. . Wissenschaften 

Dr. Dietrich Schijller 
Dr. Helga Thiel 
Prof. Wolfgang Pfaundler 

Museo Nazionale delle Arti e Tradizioni Populari, 
Rome 
Dr. Jacopo Recupero, Director 
Dr. Annabella Rossi, Anthropologist 

Regional America 
Bruce Buckley Guy Logston 
Bob Bethke Daniel Patterson 
Jan Brunvand Ken Periman 
Ed Cabbell Paul Putnam 
Arthur Campa Rod Roberts 
George Carey Mike Seeger 
Merle Christianson Bob Teske 
Dennis Donovan Barre Toelken 
Kelly Freeman Mary Walker 
Tom Green William Wilson 
John Gutowski Louise Williams 

Family Folklore 
All the families who shared with us their photos, 

films, traditions, and souvenirs. 

Secretary: S. Dillon Ripley 
Assistant Secretary for Public Service: 

Julian T. Euell 

Division of Performing Arts 
Directoc James R. Morris 
Deputy Directoc Richard Lusher 
Assistant Directoc Saul Baran 
Exec. Asst.: Mack McCormick 
Special Asst. for Operations: Alan Lester 
Special Asst. to Director: Ruth Jordan 
Bicentennial Liaison: Barrick Groom 
Secretaries: Eva Elliott, Susan Barton, Mary 

Stewatt, Donna Campbell, Geneva Fields 

Festival Staff 
Directoc Ralph Rinzler 
Deputy Director for Administration: Robert 

Byington 
Deputy Director for Presentation: Bess 

Lomax Hawes 
Secretaries: Sarah Lewis, Jennifer Hope 
Ethnomusicologist: Tom Vennum 
Archivist: Frank Proschan 
Presentation Staff: Mike Herter, Al McKenney, 

Bill Pearson, Nick Vaczek 

Administrative and Operations 
Services 

Acting Administrative Officec Edgar Dye 
Fiscal Staff: Chris Atkins, Barbara Bord, 

Louise Neu 
Administrative Officec Ernestine Potter 
Asst.: Pamela Terlesky 
Festival Services Managec Betty Beuck 
Asst.: Dot Neumann 
Concessions: Betsey Dahlin, Jim Moon 
Supplies: Robert Allen, Arthur Fortin, Ray 

Treathaway, David Stevens, Jim Stengel, 
David Hornstein, Stanley Kull 

Participant Services: Jean Douglas, Diana 
Wyatt, Mike Gehron, Anne Mercer, Gloria 
Jarnieson. lmma Dobers, Helen Carrel, 
Joseph ~ e r e z  

Volunteer Cordinator Doris lndyke 

Production 
Art Directoc Janet B. Stratton 
Staff: Juanita Dugdale, Susan Johnson, 

Larw Smith 
~es t i v i l  Site Designec Ken Dresser 
Production Managec B. C. May 

Technical Directoc Peter Reiniger 
Technical Managec Steven Jarrett 
Technical Asst.: Norma Fleischman 
Dispatchers: Kelly St. Claire, Nan Castales 
Production Staff: Guido Adelfio, Gary Fbyd, 

Robert Lauderdale, Terry Reed, Sarah 
Seaver, Stanley Kull, Clayton Brubaker, 
Susan Crystal, Julia Fish, Roberta Hantgan, 
Jennifer Hetrick, Susan O'Connor, Terry Wise 

Public Information 
Directoc Susanne Roschwalb 
RadiolTW Brock Holmes 
Photos: Anne Evans 
Tours: Sally Roffman 
Crafts: Kim Baer 
Students-in-Training: Elizabeth Adarns, Miriam 

Arond, Ann Robson Dienbaugh, Molly 
Higbie, Judith Susan White 

Vlsitor Information Center 
Directoc Manuel Melendez 
Diplomatic Coord.: Guilianna Busch 
American Airlines Guides: Buffy Camalier, Lana 

England, Jet Thompson, Timmie Urquhart 
General Foods Guides: Susan Moerschel, 

Douglas Ferguson 

Smithsonian Technical Services 
Liaison, Office of Facilities Planning and 

Engineer Service: Jerry Shelton 
Director, Office of Plant Services: Ken Shaw 
Chief Craft Services Wvision: William Wells 

Staff: Buck Goodman, Paul Wills, William 
Janes, Jack Denbow, Charles Gallagher, Paul 
Haas, Samuel Steinour, John Bains 

Chief, Communication and Transportation 
Division: John Moreci 

Communications Omcer: Steve Bullock, Asst.: 
Ann Gillstrap 

0 Plants Liaison: Leon Doane 

Accounting Services 
 chi^ Albertson. Marlin Johnson, Blanchard 

Office of Exhibits Central 
Directoc James Mahoney 
hsignec Ken Young 
Exhibits Editoc Connie Minkin 



National Park Service 
Travel Office 
Ann Krafthofer, Betty Strickler, Judith Petrowsky 

Photo Services 
Jim Wallace, Sterling Jones 

Children's Folklore 
Program Coord.: Kate Rinzler 
Asst. Program Coord.: Saucie Melnicove 
Program Assts.: Shevaun McDarby, Betty 

Roff man 
Area Supervisors: Jean Alexander, Jeffrey Byrd, 

Jacaueline Cook. Peter Crowlev, Jean Kaolan. 
6etsy Nadas,   arc el la ~ i cho l i , . ~osa  ~cbt t ,  . 
Suzy Seriff, Kim Storey, Willie Demps 

Production Crew: Cindy Robinson, Holly Wright 

African Diaspora 
Program Coord.: Rosie Lee H. Hooks 
Folklorist: Bemice Johnson Reagon 
Production Coord.: Fred Letich 
WriterlEditor: Linn Shapiro 
Adrnin. Asst.: Elizabeth Whitfield 
Learning Center Coord.: Theresa D. Polley 

Shellcroft 
Participant Coord.: Ed Shae 
Supply Coord.: Jeanette Hoston Harris 
Volunteer Coord.: Quay Bames Truitt 
African Diaspora Advisory Groups and Field 

Researchers: Roy Bryce-Laporte, Halim El 
Dabh, James Early, Leonard Goines, Pearl 
WilliamsJones, Rene Lopez, Jane Sapp, A. B. 
Spellman, Fela Sowande, William Wiggins, 
Jr.; Jason Dotson, Worth Long, Carol Maillard, 
Adetokunbo Olatunde 

Production Crew: Melvin Andrews, Joseph 
Bush, Ray Campbell, Carol Chapman, Debbie 
Chavis, William Colbert, Ezra Doner, 
Henderson Fuller, Kenneth Hart, Janifer B. 
Holiday, Arthur Jones, Tanya Jones, Yolanda 
King, Tyrone Monroe, William Moore, Ronald 
Stewart, Sherri Tucker, Patrick Wood 

Native Americans 
Program Coord.: Lucille Dawson 
Asst. Program Coord.: Thomas Kavanagh 
Research Coord.: Abby Watkins 
Learning Center Coord.: Joy Silverman 
Program Assts.: Ann Labovitz, Barbara 

Strickland 
Volunteer Coord.: Anna Tucker 
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Arts & Crafis Specialists: Gladys Addison, 
Ramon Gonyea 

Participant Services: Joe Biderman 
Native Americans Advisory Group: Louis Bruce, 

Rayna Green, Dell Hymes, Clydia 
Nahwooksy, Alfonso Ortiz, William Sturtevant 

Production Crew: Richard Abramitis, Dan 
Bigbee, Mary Jane Carpenter, Rachelle 
Essandoh, Reina Getz, Bonnie Levinson, 
Archie Lynch, Reaves Nahwooksy, Mary Jane 
Vandenberg, Carey Vicenti 

On Tour: 
Director: Pat Gebhard 
Asst. to Director: Cynthia Hightower 
Program Officers: Norma Graus, Jyl 

Hagler, Terry Kester, Susan Price 
Production Staff: Sharon Anderson, Margie 

Freeman, Mary Louise Ledger, Gail 
Obenreder 

Regional America 
Program Coord.: Barbara La Pan Rahm 
Folklorist: William K. McNeil 
Asst. Program Coord.: Diana Parker 
Logistics Coord.: Timothy Lloyd 
Participant Coord.: Beverly J. Robinson 
Asst Participant Coord.: Cindy Kocjancic 
Program Assistant: Michael Kom 
Supply Coord.: Bob Munson 
Asst. Supply Coord.: Judith McDowell 
Administrative Asst.: Pam Tucker 
Fieldwork Coordinators: Suzi Jones, Allen 

Tullos, Margaret R. Yocom 
Production Crew: Gerald Fauth, Ill, John 

Hollister, Tom Inglehart, Ann Mazonson, Alice 
O'Leary, Jon Orleans, R. 0. Read, Sandy 
Rikoon, Carson Vicenti 

Family Folklore 
Program Coord.: Steven Zeitlin 
Folklore Coord:: Sandra Gross 
Folklore Specialist: Holly Cutting-Baker 
American Culture Specialist: Amy Kotkin 
Folklore interviewers: Deborah Autorino, Lynda 

Burack, Robert Clayton, Susan Davis, Lina 
Lore Gross, Amy Shuman, Paul Wagner 

Film Consultant: Paul Wagner 
Student-in-Training: Margaret Tribe 

Working Americans 
Program Coord.: Shirley Askew 
Folklorist: Robert McCarl 

Field Research & Presentation Specialist: 
Robert Porter 

Asst. Program Coord.: Susan Donahue 
Program Asst.: Noelle Prince 
Site Coord.: Denis Lachman 
Participant Services: Carol Gill, Susan Grodsky 
Production Crew: Harold Closter, Phil Davis, 

Steve Green, Bruce Greene, John Grotegut, 
Gregg Lamping, Susan Sivard 

Transportation 
Project Coord.: Peter Seitel 
Asst. Coord.: Jack Santino 
Research Secretary: Marce Pollan 
Production Consultant: Herb Shore 
Research: John Drake, Elaine Eff, Jan Faul, 

Archie Green, Alice Lacy, Worth Long, Luis 
Kemnitzer 

Old Ways in the New World 
Program Coord.: Shirley Cherkasky 
Asst. Program Coord.: Suzanne Cox, Jeffrey 

LaRiche, Genie Kittlaus, Larisa Lucaci 
Folklorist: Susan ~ a l 8 i  k 
Diplomatic Liaisons: Stephen P. Belcher, 

Richard Wooton 
Program Assistant: Christine Bartholomew 
Participant Services: Naomi Kaitz, Elizabeth 

Smith, Janet Ekey, Leslie Dery, Hanne 
Carraher 

Production Staff: Ellen Kalmanoff, William L. Bird 
Jr., Constance Lee, Alice McNeil, Irene 
Holloway 

Production Crew: Alan Blutinger, Scott Brouard, 
Marc Cheshire. Richard Derbvshire, Susan 
Johnson, Amy ievine, Ridley bearson, Nancy 
Schickler, John Schumacher, Joseph 
Simpson 

Advisory Group: Conrad Arensberg, Svatava 
Jakobson, Alan Lomax, David McAllester 

Festival Program Book 
Editors: Bess Lomax Hawes, Susanne 

Roschwalb 
Art Director: Janet B. Stratton 
Production Assts.: Juanita Dugdale, Susan 

Johnson, Frank Proschan, Jennifer Hope 
Typesetter: VIP Systems, Inc., Artisan Type 
Printer: French Bray Printing Company 

Director: Gary Everhardt 
Director, National Capital Parks: Manus J. 

Fish, Jr. 
Deputy Director, National Capital Parks: 

Jimmie L. Dunning 
Assistant to the Director, Public Affairs, NCP: 

George Berklacy 
Chief, Central Maintenance Operations: 

Roger Sulcer 
Facilities Manager: James Rubin 
Chief, Grounds Maintenance: Jack Livingston 
Chief, U.S. Park Police: Jerry Wells 
Area Commander: Lt. Robert Harrison, 

U.S. Park Police 
Technical Services Coord.: Nino Vaghi 
Technical Advisor: John Hoke 
Chief Central Visitnr .%rvices. nn~ ln l inrlcav 

This is the Festival of the Common Man. 
This is the festival of the Democratic art. 
This is the art that American people have 
made out of their experience. All of the 
people, black and white and brown and red. 
With all the languages and all of the cultures 
of the world coming here to make a new 
country with a new hope. In some ways it 
seems sometimes that we are about to lose 
this hope and this dream, and then in affairs 
like this we realize our strength. We realize 
how beautiful we are. Black is beautiful and 
white is beautiful and Appalachia is beauti- 
ful and even old tired Washington some- 
times is beautiful when the American 
people gather to sing and fall in love with 
each other again. . . . 

--Alan Lomax 
Remarks at closing concert 

1968 Festival of American Folklife 
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