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Welcome to the 50th National Folk Festival. This evept has
history. !

The term “folk festival” had been used by at least three @
before Sarah Gertrude Knott and Major M.J. Pickering appli
this festival in St. Louis in 1934. But those earlier events Prese
single cultures. The festival Miss Knott and Major Pickering stnted
proudly presented Anglos, Indians, Blacks, Hispanics, Asiang .
Europeans and immigrant culture, regional culture — a| the ;1y-
phenated Americans in the variegated styles.

Their festival was the first to solicit the help of folklorists,
ethnomusicologists and other serious fieldworker-collectors i, e
senting performance by authentic folk performers. With thjs
assistance they originated many of the common techniques usedly
hundreds of later festivals: craft displays and demonstrations, coy
parative workshops, multiple staging, worklore workshops and
demonstrations, meetings and public discussions by cultural

Ventg
ed it to

specialists.

The festival they started has always existed at that precarious
place where ethnography meets show business, where the cur-
mudgeonly folklorist encounters the zippy young lighting techni-
cian, where the folk artist who was brilliant on the front porch tries
out a microphone. Nowadays the word “folk” is claimed by so
many with such varied skills, perspectives and backgrounds thatit
is odd to reflect that the public presentation of folklore had severd
beginnings, all relatively recent. With this festival we celebrate 0t
of these beginnings.

Those who organized this 50th National have values that ar¢
strongly felt. They lean to the traditional and seek the best from
within what is most traditional. They are not much interested in
fame or fad. The wonderful artists gathered for this festival area
reflection of much that they value. Thank you for your interest ané
support. Please write to us and say what you think.

Joe Wilson, Executive Director

National Council for the Traditional Arts

MESSAGE FROM THE

PARK SUPERINTENDENT

Welcome to Lowell! We are delighted once again to host the
National Folk Festival, especially on the occasion of its 50th anniver-
sary. For several years the National Park Service has worked with
the National Council for the Traditional Arts in helping to present
America’s finest folk traditions. The roster of performers for the
50th edition is as exciting and varied as fans of the “National” have
come to expect.

Those of you lucky enough to have attended the festival here last
year will agree that Lowell, with its rich cultural and ethnic heri-
tage, is a natural location for the festival. Over 50 different ethnic
groups live in the city, many having come originally to work in the
textile mills. As the nation’s first large-scale center for the mecha-
nized production of cotton cloth, Lowell was a model for 19th
century industrial development. The Lowell National and State
Parks commemorate Lowell’s unique legacy as the most important
planned industrial city in America and pay tribute to the nation’s
immigrant workers. The music, dance and craftmaking traditions of
many of Lowell's people will be celebrated here during the next
three days.

The city’s current revitalization signifies the potential for re-
newal of this cultural heritage and the cooperation between local,
state and federal governments and the private sector. The 50th
National Folk Festival would not have been possible without the
support and participation of numerous government agencies,
businesses, community groups, and volunteer organizations, all of
whom I would like to thank. Though everyone deserves a mention, I
would like to acknowledge just a few here: the City of Lowell, for
providing technical, logistical and maintenance services; the
Greater Lowell Regatta Festival Committee, whose devoted mem-
bers never fail to volunteer for even the most mundane tasks and
who are providing the culinary delights at the festival; the Univer-
sity of Lowell, for providing housing for 250 performers and volun-
teers; our sister agency, the Lowell Historic Preservation Commis-
sion, and our sister park, the Lowell Heritage State Park; the Lowell
Plan; the Northern Middlesex Chambers of Commerce; and all of
our 20 corporate sponsors, and community organizations listed
elsewhere in the program book.

For those of you visiting Lowell for the first time, stop by the
National and State Parks Visitor Center at Market Mills to make
reservations for the free Mill and Canal Tour or view the award-
winning multi-image slide show, “Lowell: The Industrial Revolution.”

Enjoy the festival, enjoy Lowell, and please come again!

Chrysandra L. Walter

Superintendent, Lowell National Historical Park

Different Program Every Afternoon and Evening

May 14-18
MEMORIAL AUDITORIUM
~ CHATTANOOGA

Program book cover from the Second National Folk
Festival, Chattanooga, 1935
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American Indian Dance Theatre

Clyde Davenport with Willard Anderso“ and Bobb
Willum Garvey and Robbie O’Conne]
Halau Hula O Mililani

!’Ful h

Ko Nimo and his Adadam Agofomma

Los Pregoneros del Puerto

Lowell Angkor Dance Troupe and Traditional Music Ensel;lhlg
|
Maine Fiddlers Convention with Monique Leger

Captain Kendall Morse |
Nashville Bluegrass Band.................oooooversne..._ %
Nguyen Dinh Nghia BRI oo ‘
Panapoulos Brothers Orchestra :I
Panorama Steel Band........................

Portuguese Music and Dance of Massachusetts................|

Grupo Folclorico Lusitanos
Lowell Portuguese Ensemble

Our Lady of the Angels Band
Roots of Brasil

Son de Borinquen
Ta Pethia

JO P T P PP PP PR TRITITLEIE A
we and Ode]] Thompson with John Dee and Janice Holemaﬂ
ayne Toups anq Zydecajun .... !

Crafts Demonstrators
Joaquim Miguel Almeida

Celestine Anderson

Louis and Irene Doucette

Albert Doucette

Frank and Beverly Greenhalgh

Alice Odian Kasparian

Lei Making: Members of the Halau O Mililani

Lowell Textile Mill Workers

The Richard Families of Maine and Quebec

Erik Ronnberg, Jr. ..o

Elizabeth Sarracino .............

Ella Thomas Sekatau

Chan Syna Soch

Program book cover from the Third National Folk
Festival, Dallas, 1936

Foodways Demonstrations
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This photograph of founder Sarah Gertrude Knott was
retouched for newspaper publication. It has no date, but
the letterhead under her hand is that of the first festival.
courtesy of the St. Louis Mercantile Library Association.

THE NATIONAL FOLK FESTIVAL:

1934-1936

By JOE WILSON

The first National Folk Festival was held Apri) 29

in St. Louis, Missouri. It was the first folk festiy,) to 4y,
the cultural expressions of several ethnic anq reglona:esem
groups on the same stage. It was the first to utilize
of persons trained in folklore and related disciplineg

Two persons were largely responsible for the cre
this event. The idea had originated with Sarah Gertm;lionu
Knott and she served as director of the festiva], Mﬂjor;
Pickering was business manager and persuaded , group p
st. Louis businessmen to serve as guarantors for the $13ol
necessary to mount the festival. 0y

Neither knew much about folk arts, but both Knott g
Pickering had experience in creating large-scale performj,
events. Knott had produced theatrical extravaganzas i, :
North Carolina and St. Louis and had directed a city-wide
performance series funded by the Federal Emergency Rejy
Act as St. Louis inched its way from the depths of the Grey
Depression.

Pickering was a lawyer who had earned his law degre:
while in night school. His military rank was earned inaUs.
Army Air Service squadron during World War 1. The genenl
manager of the St. Louis Coliseum when he became inter-
ested in the National, Pickering had been involved in book
ings and management for major arenas since starting this
part of his career a dozen years earlier at Yankee Stadium

Both were in their middle years. Miss Knott was 3.
Major Pickering was 54. He would remain with the festival
for 18 years, until 1951. Miss Knott gave up direction ofth
festival in 1970 and retired to Kentucky, but she never really
leftit. The dancers and the musicians and the crowds wh°
came to cheer them were her life and she continued to b¢
stessed with performance and organization plans untl™

eath at 89 in 1984,
vai Ml;:ikll((:(i)stis who kr.low t.heir forebears will find the fe::'e,,
esiing, Cultura?nd M'alt?r Pickering created in 1934 verY i
cologists, ang h.SDec-lahsts, such as folklorists, ethnom! i |
»and historians, brought their skills and the 8 |

regional and ethp

nic artists th festival
Many of the pio ey had found to the ot
first Mmulti-ethpj
most

he ki

neers of workaday folklore helped cré
entertaj e folk festival. And with them was 0n€
1ing of the nation’s perpetrators of folkloric

fiction, then engaged in her biggest scam.

Miss Knott spent over a year writing, visiting and re-
questing the cooperation of these specialists, and Major
pickering's funding efforts made it possible for them to coop-
erate. Some of the most notable of the contributors to the

y festival were:

0. B. Jacobson, director of the School of Art, University
of Oklahoma, who brought a group of Kiowa and Comanche
Indian singers and dancers. Kiowa groups continued to
e National for the next fifteen years and Jacobson

earl

come to th
became a member of the Board.
Helen Hartness Flanders, director of the Archive of

vermont Folk Songs, who presented Elmer George, a fine
ballad singer from East Calais, Vermont.

George Pullen Jackson, a professor in the English De-
partment at Vanderbilt University and author of “White
Spirituals in the Southern Uplands,” who presented and par-
ticipated in the singing of The Old Harp Singers, users of the
four shape note 19th century hymnal, The Sacred Harp. He

was involved in subsequent festivals.
Arthur L. Campa, director of research at the University

of New Mexico, who brought Spanish-speaking actors and
singers to the festival. The actors performed the New Mex-
ico village drama, Los Pastores (The Shepherds), an anony-
mous religious play of considerable antiquity. Campa was to
remain involved with the National for 41 years, serving on
the Board and as president of the Board.

Zora Neale Hurston, then teaching at Bethune-Cookman
College and hating every hour of it, who brought singers,
dancers, and bluesmen from Eatonville and Daytona Beach,
Florida. The irrepressible Zora Neale heard that others
would be doing plays so she brought one, creating a good
part for herself (“De Fiery Chariot — Dramatized folk-tale”)
and acted in it along with two members of her troupe.

The Eatonville group who performed blues and railroad
work songs with spiking and track lining rhythms and what
was called an “African Survival Ritual — survived from
African background but with American modifications.” They
did a fire dance that Zora Neale called “...... a sort of creation
expression, a new birth of life. When new leaves appear on a
certain tree the dances begin.” Was Zora Neale pulling the

Folklorist Zora Neale Hurston brought a troupe of 16
performers to the 1934 National from Eatonville and
Daytona Beach, Florida. She also brought performers to
the 1938 festival and served on the Board.

courtesy of Prints and Photographs Division, Library of

Congress



& Dobie (left). was @ participant in
i held at the first National and an
thereafter.
of Eugene C. Barker

Center, University of Texas at Austin

Early folklorist J. FIFI
the academic meeling
aduvisor to the festival for many years
photo by Lawrence A. Landis, courtesy

Texas History

S

toneer public sector fo klorist Vance Randolph re,
P lklori
Ph recording

National and served on fhe Boq,dHe was at the first

PH010 by Tounsend Gogs for many years
Library, €Y, courtes; c
a7y, the School of the Ozarks, Pl;vir:'LLooyoll;zzy eﬁr;"wml
, Missoyri

chain of staid St. Louis and her fellow folklorig

Like all the other folklorists, Miss Hurstg
“there’s no money in it.” She became a membe, of t 0
sory board and returned with her Eatonvi]le friends f;e aq
years later when the festival came to Washingtop' e
Constitution Hall. That year (1938) she shared th
stage with W. C. Handy, father of the blues form ¢
dearly loved.

And in this there is a mystery. Constitution Hall js
owned by the DAR which then barred black performers
it. When the DAR refused the use of the hall to Marian A,:(Jm
derson for a performance, Eleanor Roosevelt resigned fror‘n
the organization and arranged for Miss Anderson to sing at
the Lincoln Memorial. But that was a month later—Mrs,
Roosevelt was honorary chairman of the National Folk Festi
valin 1938 and attended portions of the festival. There's;
transmittal letter that came with the 1939 Constitution Haj
contract upon which Major Pickering noted that the festivl
had contracted to have only white performers. Black per-
formers appeared on both festivals and their appearances
were advertised in the pages of the festival’s primary spor-
sor, The Washington Post. Why did Miss Knott and Major
Pickering sign such a contract? How did they get away with
violating it?

But let us return to the first festival in 1934 and the

People who made it so interesting. Other scholar-collectors

who came to St. Louis that year included:

pres{g Frank Dobje, professor at the University of Texas ff“d
ent of the Texas Folklore Society, who was a particr

ts? She W

N came g, wlir;

€ Natio,,a,v‘
he 5o

c‘jfltt:eﬂ;:sf;i:: al. He became a friend and long-term advisof
Wiig t:zul:'h':zagan, a Connecticut collector of maritime 101¢
the Sailor's Snugrgup of retired before-the-mast sailors from
New York, to g g Harbor retirement home at Staten Island

' SINg sea chanteys. Among these was the ¢
chard Maitland. ‘
?lph, author and self-taught Ozark folkloris!
Vised Miss Knott during her trips to the

vered Captain R;
Vance Rang
met and aqg
Ozarks while sp,

who

€ Was planning the festival. He participc'ited
conclave and joined the advisory board:

in the a

Cademjc

pant j ;
In the academic conclave that was held in conjunction |

Cecilia Berry, a collector from Vincennes, Indiana, who
directed a group of French descendants from that town in
singing French folk songs traditional to Indiana. Another
group of Mississippi Valley French, from Saint Genevieve,
Missouri, performed a staged version of the Mississippi
Valley mumming custom, La Guignolee.

May Kennedy McCord, Missouri Ozarks singer, collec-
and newspaper columnist who assisted Miss Knott in

tor,
g an excellent contingent of Ozark participants. They

securin
became lifelong friends.
Frederick Koch, director of the Carolina Playmakers and

Kenan professor, University of North Carolina, who brought
his troupe to perform three plays with “folk” themes. These
were Jacob’s Kinfolks by Loretto Carroll Bailey (who acted in
her play), On Dixon’s Porch, by Wilbur Stout, and Quare
Medicine by Paul Green. Green was then a popular play-
wright known for his eagerness to take theatre to working
people. He was also Miss Knott’s mentor and had been her
employer in North Carolina. He was the first president of the
National Folk Festival Association, the non-profit association
that would evolve into the National Council for the Tradi-
tional Arts. Miss Knott included “folk” plays in the first three
Nationals, but they did not fare well in the folk festival mix.

Romaine Lowdermilk and Jack Widmer of the Soda
Springs Ranch at Rimrock, Arizona, who were old-time cow-
boys who performed cowboys songs and discussed them in
the academic conclave.

Constance Rourke, a collector and folklorist living in
Grand Rapids, Michigan, who brought the first contingent of
lumberjacks to this festival. They fiddled, danced jigs and
clogs, and sang bunkhouse songs. Lumberjacks were to be-
come a tradition at the National, but a Wisconsin group was
to have the longest tenure, performing regularly for over 20
years,

Bascom Lamar Lunsford, musician and avid collector of
Appalachian materials, who brought singers, dancers, and in-
strumentalists to this festival from western North Carolina.
A favorite was the old-time fiddler Pender Rector. The
director of an Asheville festival sponsored by the Chamber of
Commerce that specialized in Appalachian materials, Luns-
ford hagd helped Miss Knott choose participants for the

May Kennedy McCord of Springfield, Missouri, directed a
contingent of Ozark singers and instrumentalists that
appeared at the first festival.

photo by Vance Randolph, courtesy of Prints and
Photographs Division, Library of Congress

Romaine Loudermilk, old-time cowbaoy singer and talker
from northern Arizona, appeared at the first eight
Nationals.

courtesy of John White
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- first group of
) brought his st 87300

National at his 1933 event. He joineq the g
a warm friend and regular participant,
Jean Bell Thomas, founder of the Amerj

oard ang beg,
h

Can
Festival at Ashland, Kentucky, who brough “J"sFoIk .
“The Singing Fiddler’ of Lost Hope Hollow, on se“ers

"lll L
festival. A note in the program book says, “T ey,

Miss Thomas took Jilson Setters to Lop i ::‘;10 lyears
participate in the English Folk Festival, he| d n ilf;nd, to
The “Singing Fiddler” took back to England the lane:: Hay,
the balladry of the Elizabethan days, which hjg fanﬁ]ﬂge
brought to this country several hundreq ye Y hag

. ars ago,”
Behind this romantic stereotyping is 4 fictio

i : 0. Jils
Setters never existed. Miss Thomas createq “The Sirlgjzn
Fiddler” from her imagination. She is said to have beeng

inspired by Blind Ed Haley, a Kentucky street and courfhy,
square fiddler of amazing ability. She thought that the Preg
would like Haley better if he pretended to be more county
than he was. So she decided that he should wear homespy
carry an oak split egg basket, and speak a more rustic Eng
lish. His name would be rusticated to a more mountin-
sounding one. He would become Jilson Setters.

A Kentucky court reporter in her youth, Miss Thomas
had moved to Greenwich Village where she gained some
understanding of what rural stereotypes were most appet
ing to the urban cognoscenti. She lived in Hollywood and
worked on the original The Ten Commandments film. She
believed in contracts, publicity, and context. BackinKer
tucky she began calling herself “The Traipsin’ Woman' and
organized her Festival in 1930. The Jilson Setters idead"
lowed her to put all her skills to work. She began wiiig?
book, The Singing Fiddler of Lost Hope Hollow, and founds
major publisher. o

There was one problem: Blind Ed Haley. He WOUI_d v
N0 part in such a humbug. But Miss Thomas was 100 &
volved with her story to let a small detail deter her. S'Il: o
found another blind Appalachian fiddler to play the e
the secluded fiddler. He was J. W. Day and he had €2 ”
made 78 RpM commercial recordings for a major C::/n:,yre
CEptiI:e Ibook was Ropular and the New YO:: g;:rsorme for
mong ;m': England it is said that Day/Sette 1d becor® ¢

€rs, the chinless wonder who wou

short-lived King of England and the long-lived Duke of Wind-
sor. There’s a rumor that Miss Thomas made more money
from her book than Jilson did from his fiddling.

There is, sadly, no record of how Miss Thomas fared in
the festival’s academic session when she read a paper about
Jilson's exploits to such plain spoken folklorists as Vance
Randolph and George Pullen Jackson.

Other than program books and news clippings, records
of the first festival are scant. But among the trove of papers
that Miss Knott gave to the Folklore Archives at Western Ken-
tucky University is one that seems to have been written in
1946 in which she discusses the source of her inspiration.
Excerpts follow:

“During the depression years, The Dramatic League of
St. Louis, of which I was Founder and Director, helped to
meet the recreational need of the unemployed of the city.

For two years, from January until May, we presented pro-
grams five nights a week in the underprivileged sections
where people could afford no other kind of entertainment.
At first we drew our talent altogether from the dramatic
clubs in universities, colleges, high schools, and churches,
which made up The Dramatic League, or from cooperating
musical groups.

“After a few weeks, volunteers from the centers began to
ask to take part. Of course, we welcomed them and found
that the offerings of most of the performers were Ozark folk
music and dances, which they had brought along when they
moved to town. To our surprise, audiences liked folk music
and folk dances better, it seemed, than the dramatic offerings
or the more classic or modern music by trained musicians.
As the weeks passed, there could be no doubt of the hold the
old tunes and dances had on many people who now lived in
the city.

“Although I had grown up in rural Kentucky, where the
same kinds of songs and dances were common, | had never
been especially attracted to them; but the more I heard them,
the more I sensed a ‘diamond-in-the-rough’ charm, something
real. 1 began to wonder if there were not many others as
unconscious of the appeal of the old Anglo-Saxon folk heri-
tages as I had been until | heard them on these programs.

“I was soon to find that Ozark folk songs and dances

W.C. Handy was billed as “Father of the Blues” when he
appeared at the fifth National, held in ington, D.C.
in 1938. He was also at the Cleveland festival in 1946.

courtesy of the W.C. Handy Museurn, Florence, Alabama

d

Aunt Samantha Baumgardner of Buncomb County, North
Carolina, sang, fiddled and played her banjo at the
second Nati in Ch ga. Aunt S ha was
one of the first Appalachian women to record
commercially, making her first 78 rpm discs in 1924,
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Fieldwork photo by Lauren Post of a Cajun country Mardi
Gras, made in 1935 when Post was doing fieldwork for
the third National. Note the mortarboard on the clown, @
spaof of formal education.

courtesy of Loutsiana State University

were not the only ones cherished by many Peopis
Louis. Another division of The Dramatic League y, n§t
originally called ‘The Theater of Nations’ which bras that
together a limited number of newer American grouougm
ians, Greeks, and others, to present their plays j, n';:. Ity
Janguages. However, the bar of language was 3 draw;ve
the general understanding and appreciation of the plaack b
audiences. No one group understood the language of z’s by
other. Some, who wanted to be part of the city-wide ren.
tion project, had no plays to give, so soon folk musjc ancdrea
dances took their places on these programs as Russians
Polish, Hungarians, Czechoslovakians, and other folk Sin’ge
and dancers became a part of this division. .
«A ‘Festival of Nations’ bringing together a number of
these groups was our next venture. As I heard these songs
and saw the dances made in other lands and felt the devotiy,
each ethnic group had for its own inherited expressions
which bound them together and to the native land, I beg;n o
wonder: What are the songs and dances that bind us all to
this country which is now home? What are the folk songs

and dances that would bind me to the United States if I was

in a Foreign land? What traditions have sprung up in our
own soil? Although these questions could be answered by
many today, it was not so fourteen years ago.

“The Dramatic League project had made me ve
that there was a growing need by city people, in all walks of
life, for a kind of recreation in which there was active partich
pation for young and old. My work, as State Supervisorof
the Carolina Dramatic Association, under the late Frederick
H. Koch, University of North Carolina, had proved conclu-
sively how rural and small-town people needed somé formd
recreation and artistic outlet. There we had had oné
hundre.d and twenty affiliated dramatic groups writing |
:);Z‘:us::jg; anﬂ ;icting in folk plays based on the legends: t’:f‘

) eal li i i I
Belotlen cl) :s ts.t;:les of the people‘of the mounttat'zs' |
Although each aron e, afld oth?r sections 'of the.s ?ts .own ‘
community, camp carried on its own activities in! (i)
Louis University o e toge.ther for an annual tournament &~

“I began to th?:]l: t;prmg. z lein
other stateg who would St wenm e e

welcome a chance to sing, 42

ry cert

ther. Why not a National Folk Festival, bringing
together groups from different sections of the country with
ir folk music, dances, and plays, to see what the story
eople and our country? My part would be
d and bring together those who had spe-
of folk expression, and their

and play toge

thel
would tell of our p

small; merely to fin
cialized in the various forms
emonstrate.

f inquiry brought replies from folklorists
which opened up vistas altogether new to me. [ was sur-
prised at the enthusiastic promise of cooperation from

groups to d
“Letters O

leaders in a number of states. Although people in general
had given little thought as to folk song, music, and dances
from the national standpoint, a number of folklorists and
others especially interested, had been thinking along the
lines of a national get-together. This was no new idea to

them. Within a year, plans were underway for the first

National Folk Festival to be held in St. Louis in April, 1934.”
Miss Knott figured prominently in the press reviews and

editorials that greeted the first festival. These seem to have

been uniformly laudatory. Many of the artists and folklorists
me to later festivals, a good indication of

who participated ca
in St.

satisfaction. But there would not be another National

Louis for twelve years. This was because of financing.
The guarantors who put up the $13,000 were just that —

guarantors. The festival was intended to be self-supporting

through box office sales. Box office fell “several thousand”
short and the guarantors took a bath. These were years
when a new car could be had for six or seven hundred and

twenty-dollars-a-week jobs were cherished. Miss Knott

recalled that the same guarantors usually underwrote an
annual deficit for the Municipal Opera, but were unwilling to
do this for the folk festival.

There were no options in St. Louis, but other cities had
noted the considerable publicity the festival received and ex-
pressed interest. Miss Knott and Major Pickering had to
decide what to do with their lives, back to the old grind or on

to another folk festival in another city?
Major Pickering made vital contributions to the develop-

ment of the modern folklife festival. He left in 1951, before
the surge of interest in the 1960s. But even a cursory analy-
sis of the early festivals shows that he kept the enterprise on

Captain Pearl Nye of Akron,

captains, brought his work so
Hall in Washington in 1938.

held at Constitution
courtesy of Cuyahoga Val

Ohio

Ohio, last of the canal boat
ngs to the fifth National,

iley National Recreation Area,




t had the initial idea and avidly pyy
14 track. Miss Knot : Sued p, , ; .
programming concepts and options. She gave the inteme:w Post’s paper in the academic conference was entitled “Ac-

fyal., Fi i adian Culture.”
T asl emct(taer:t tl:liz lei:e‘: rev;lfle;lrl:1gal:1lm;dled the There was a huge quilt and coverlet show and 84 year
organizational matters. of g0o . e qu . ' ‘ .
D e p:’m;enmgm;l intgellect and sharp wit, a friend of the artists. old Mrs. Cinderella Kinnaird of Willow Spring, Missouri, dem-
mumming custom being re-enacted by a )

onstrated weaving. Two hundred residents of Anson re-
enacted their famous Cowboy’s Christmas Ball and Mr.
Eugene Staples of Dixfield, Maine, came to sing ballads
wearing his wedding suit of 1878.

Among the 19 Texas fiddle bands were the Fast Texas
Serenaders and Albert L. Steeley’s Fiddling Three (earlier The
Red Headed Fiddlers). There were Sacred Harp singers from
Alabama, Georgia, and Texas. There were black shape note

Missouri troupe at the 1948 National in St. Louis.

Fublicity photo of a Haitian troupe that appeared at the
1941 National.

Pickering kept his friends and he seems to havye Made
many as he passed from college to Army to campaign tq
arena management. He assumed they would be interesteg .
the next National Folk Festival. He sought the assistance of
friends in the Foreign Service in bringing folk groups to the
festival from other nations. He organized some festivals o,
his own and these included the Golden Gate Internationa| |

Exposition in San Francisco in 1939 and the festival that ac. | singers and Cherokee shape note singers who rendered

companied the opening of the United Nations in 1946, | | camp meeting hymns in Cherokee. There were chantymen
The second National Folk Festival was hieid Maj 1418, * from Galveston to join with those from Snug Harbor and even
1935, in Chattanooga, Tennessee and was remarkably like thef an old trail driver’s reunion. There was work lore and crafts

b first one. Many artists who had been in St. Louis repeated. ! of many kinds. Folklorist Ben A. Botkin came to his first
‘ The festival was especially rich in central South religious and§ National and was to remain associated with it for the rest of
string band music and folklorist George Korson broughta | | his life as a Board member or president.
contingent of anthracite coal miners from eastern Pennsyl- \ These and the 47 festivals since them have been interac-
vania. He became a member of the National’s Board andan | | tions of folk artists, folklorists, folkies, and general audi-
organizer of Pennsylvania festivals. I | ences. They and thousands of folk festivals patterned after
But there were major differences in scale when the third| | them seem to have changed the world slightly more than it
National was held in Dallas in June 1936. This festivalwas | | has changed them.
% part of the exposition celebrating the Texas centennial andit| They are also addictive. Sarah Gertrude Knott sent
i ! i G RS 5 was bigger, six stages instead of one or two, eight days rather| | these words to George Korson on the eve of his directing the
ZZ»C:;:.’; ﬁreek Girls freu:: ﬁeemzz,nin 1938, sh(;l)-rlg than five, || first f;nnsyl.vania Folk Fes?ival: ‘ ’,Z‘iﬁﬂ;",ﬁ ﬂ:, :’ch';{a%r /r.q;gﬂgbj;:f}.ﬁsb%’:g% ,h;,; ,Snrm,g
zgg:ﬂ,"fm ,';,’ 52’?221";’;’;}122, ﬁ'ffofm'?ﬁi‘i;,. " Portions of it seem wonderfully exotic a half century | | weare :fritl?mgs'w: z;re doing seem Sodreatl;(’ "f‘ev 1 betll‘]eize fg{,’;‘, é';t:’e_;:g;sng n’f,“ﬁ,‘.’;,"J g':, ;253% wision. Librars of
EEZLZ 'Z,iﬁﬁgu'fi,’:f,," ;Zf, sl:ing'"r:gf f;’;e;;gf"s'aﬂde;ere later. For example, the “Tale-Telling” sessions with st'ones i o ing r}g t down at the very' epths of something. ek : :
Ledord (center), dynamic banjoist and figgper” " about Indian fights by people who were in them; a Major | > @ strange thing how we get these ideas and strong UEES,
Black telling about “Ranger Days,” slave stories by former | Whlch‘ I believe amount to inspiration and how *hell and hlgh
slaves, Billy The Kid stories from a man who knew him, C* Water' cannot stop us. We do not make any money out of it,
] manches telling their side of the fight stories. | ;vre };a ve'all Kl of ba.ttles to ﬁ‘?h" -am'i S :hy .
It was the first folk festival to have a Lousiana Cajun | € fighting, but there is something inside us that pushes us

band and it haq four. These were $.S. Broussard’s Acadid? on. When there is accomplishment it is more to us than
Band from Lake Arthur; the E 1‘1 : Band from St. those on the outside, and so I quite understand the feelings
Martinsville, |eg by Wa;:]e Ber‘rllzr:ge Anz a;roussard's Ac | zou have in seeing your dreams come true, and you are truly
1 ! ; Ardus bing a .,
adian Band frq ; Rayn® g a marvelous thing. .
This partic m Rayne; and the Hackberry Band fromwuﬁi" X With grateful appreciation to the Folklore Archives, Wlesleka
tPation was organized by Lauren C. Post of . | Yentucky University and to Angus K. Gillespie, James W. Wilson, Mike

ana State University whe recalled with pride the per forma™" | Y0ce, and Jack picker ing.
of legendary accor

dionist Lawrence Walker at the festiva |
‘ L
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AMERI%AEN INDIAN DANCE
T
%};Eﬁghout its 50-year history,
the National Folk Festival has
presented the music, dance fll‘lrlx(ll
cralts of Native Americans. This
year marks the first appearance
at the National of a group that
includes American Indian a.rtlsts
of different nations and regions
of the United States and Canada.
While remaining faithful to their
respective traditions, the group
aspires to establish connections
among the nations by drawing
on elements common to many
Indian dance and ceremonial
practices. Since the 1920s, when
the pow wow movement began
bringing together many Indian
peoples for competitive festi-
vals, numerous dances have
been formally codified, and the
American Indian Dance Theatre
draws in part from this common
ground.

Formed in 1987, the Dance
Theatre comprises dancers se-
lected from the most important
festivals, pow wows and compe-
titions. The result is a company
of some of the finest dancers in
the world today. The group ap-
pearing at the National Folk Fes-
tival consists of seven members
of the company: Arlie Neskahi,
Wade Baker, Andy Vasquez,
Eddie Swimmer, Saunders
BearsTail, Jr., Donnetta Ewack,
and director Raul Trujillo. They
specialize in the grass dance,
the eagle dance, the hoop and
fancy dances, women’s fancy
s.hawl dance, and men’s tradi-
tional dances, with drum, vocal,
and flute accompaniment.

The dances and the songs
and drums that accompany
tgenmtreﬂect a close relationship
Ame'rican 1ﬁ3;;nt component of

Hie dr Spirituality.
most danc, 2 acc?mp any
body the s?xr?re pelleved to em-

its of the ances-

tors; the songs, w

written dow: r'lelglﬁ?eﬂre not
remember their anceSt:e"Dle
their traditions, which W'I? an,
passed to future generay; I be

Arlie Neskahi began ong,
dancer, then focused ons.a )
and drumming, origina"mnxmg

Y fr

the Navajo Reservatiop, of 0
Mexico, he currently Jjyeg ;
Oregon. Arlie is the Jeaq s]n

: ingey
for the White Eagle Sin, gers ger
group he formed with his b’:)th
ersin 1974, The 8roup has e, |
host drum at Indian gatherineen
throughout the Uniteq Statesgs
and Canada and has recorded “
three albums of theijr songs op
Canyon Records. He has
learned the old traditional
songs, and is also a composer,
Arlie’s songs represent a ney
generation and are played at fes
tivals and pow wows today. He
is also a drug and alcohol coun-
selor for Indian youth.

Saunders BearsTail, Jr. is
from the Affiliated Tribes, Man-
dan-Hidatsa, who live in North
Dakota. As a fancy dance com:
petitor he has won first place
four times: in White Swan,
Washington; the Junior
WindyBoy Memorial in Rocky
Boy, Montana; and the Joe
Bruchorn Memorial, alsoin
Montana. Saunders has l_Jffena
prize winner at the prestigio®
United Tribes Pow Wow three
times in Bismarck, North Da-
kota. He is also a grass da" c;]re
and singer, performing with
Eagle Whistle Singers I o
Dakota.

Andy Vasquez is
Apache Nation in O
now resides on the W!
Reservation in Wyofrfing'l
Northern style traditio” 2 oW |
dancer, he has won man[daho, |

5 B homa, |
wow titles in OKIahow ' oqo, |
Montana, Wyommg'Mexico.
Kentucky, and New

ished
Andy is also an accompis

ser-
flute player and compo

from the
klahoma M

Wade Baker is a dancer,

and drummer. A Man-
singer,
dan-Hidatsa/Cree from North
pakota, he is the lead singer
with the Eagle Whistle Singers,
the 1984 contest wlnn'er at the
prestigious United Tribes Pow
Wow, and host drum throughout
the country. As a grass dancer,
he has won many competitions
since 1976. He is currently
president of the Sacred Hoop.

Eddie Swimmer, a Cherokee/
Chippewa originally from North
Carolina, now lives in New Mex-
ico. Dancing since he was seven
years old, he is one of the
country's leading hoop dancers,
working with as many as 40
hoops at one time. He is also a
fancy dancer and has appeared
all over the United States at fes-
tivals, competitions, and state
fairs, and in Europe, including
Hungary, Poland and Romania.
He also was featured in a theme
segment with the Knoxville Bal-
let.

Donnetta Ewack is a member
of the Confederated Tribes of
Warm Springs, Oregon, where
she was born in 1968. She is a
fancy shawl dancer and has won
many prizes at major dance
competitions.

Raoul Trujillo, a Genizaro
originally from New Mexico, cre-
ated the staging for the first pro-
duction of the American Indian
Dance Theatre. He was a princi-
pal dancer with the Nikolais
Dance Theatre in New York from
1981 to 1987. Raoul has choreo-
grap}-.ed several new works, in-
cluding “Desert Spirits Are Ap-
gg?;(‘)“g" and “Drur.lk with the

- n of the Pas§|on of Six." He
cOm:llght extensively in this
b S(:i't E‘XOPe: Southeast Asia,
about the 1 merica. l.l’-] speaking
ments, “Our?pe.,Trupllo com-
Indiang s th;rrr:]ls lto show how
of nature . £y selves as part
our dance conv.e.y through

s the spiritual sense

) -

the.xt every Indian has ... we're
bringing into the theater the vi-
tal energy of a people who see

lc:;'mcing as an integral part of
e.”

JOHN CEPHAS AND

PHIL WIGGINS

Since 1934 the National Folk
Festival has featured some of
the finest bluesmen in the coun-
try. One of the early bluesmen
at the National was W.C. Handy,
billed as the “Father of the
Blues,” at the 5th National Folk
Festival in Washington, D.C., in
1938. As a tribute to the contri-
butions of this great musician,
the Blues Foundation, located in
Memphis, Tennessee, has estab-
lished the annual “W.C. Handy
Blues Awards” for outstanding
blues musicians. In 1987, “Bowl-
ing Green” John Cephas and
“Harmonica Phil” Wiggins trav-
eled to Memphis to claim the
Foundation’s Best Traditional
Album award for their last re-
lease, “Dog Days of August,” and
came home with the W.C. Handy
Blues Entertainers of the Year
award as well. This is the duo’s
third appearance at the National
Folk Festival.

Piedmont blues is what gui-
tarist John Cephas and harmon-
ica player Phil Wiggins have
made their reputation perform-
ing. They have taken this re-
gional American music to all
parts of the country as well as to
Europe, Africa, Latin America
and the Caribbean. This coun-
try-style blues from the Pied-
mont—the foothills region of
Virginia, South Carolina, North
Carolina, Georgia and Florida—
draws heavily on the earlier
fiddle- and banjo-based string-
band music of this region. Some
of the important early Piedmont
blues musicians included Blind
Boy Fuller, Reverend Gary Davis,
and Sonny Terry, and their influ-
ences can be heard in the reper-

John Cephas and Phil Wiggins
photo by Dexter Hodges




Seamus Connolly and Deirdre Goulding
photo by Meg Glaser

James Keane
Pphoto by Meg Glaser

nd technique of John and

a
tolke o cites Blind

Phil. John als
Lemon Jefferson and Tampa Red

1l as music of the ragtime
2:;;2 influences on his playing
‘y.l f)'hn Cephas started playing
the blues on guitar with hi:s aunt

and other local musicians in
Bowling Green, Virginia, when
he was 10 years old. Family,
friends, and neighbors would
get together on the weekends
for country breakdowns or
house parties, and good music
and dance were always a part of
these gatherings.

John describes his Piedmont
style of guitar playing as “an al-
ternating thumb and finger style
where you play a background
while you're playing the leading
parts,” thus getting the guitar to
“say what you want it to say
while keeping the rhythm be-
hind it.” The result, a full me-
lodic picking technique along
with complex chord patterns,
makes the Piedmont guitar style
one of the most technically chal-
lenging. Restrained and well-ar-
ticulated vocals also are an aes-
thetic of Piedmont blues; the ad-
jectives “soulful and sophisti-
cated” aptly describe the sing-
ing of John Cephas.

Phil Wiggins was born in 1954
in Washington, D.C., and became
interested in blues harmonica as
ayoung man. He has played
with many Washington area
blues musicians including Flora
Molton, Archie Edwards, and
i;);l: izC}:(_son and attributes his
Flora Mollts years of playing with
gt st eC::’ a renowned Wash-
ist. Phil contisnlnger and.gultar:
diences with hilslebS oM
stream of harm, _0undless
nics that weav, el e
and b € through, behind

Detween the singing and
f‘:flyl}:lg of his partner John, The
th: m?(;, els? layed together since

-1970s; over the
years

they have solidly esta
duo relationship that

yond creating lncredlglt;eab
and heartfelt music, The B
repertoire consists of tra(ﬁuds
songs, East Coast blues |¢, “0'“'
from old 78s, and an occaa'r el
rhythm-and-blues standars(;onaJ

CUCHULLAN WITH
DEIRDRE GOULDING
hose familiar with Irish
will recognize the Name o
“Cuchullan,” the Irish versio,
Robin Hood. The modern.c[n A
“Cuchullan” is a band madeay
of some of the heroes of traduip
tional Irish music and dance i-
America today. James Keanen
Seamus Connolly, Seamuys Eg;;n
Jerry O’Sullivan and Helen Kisié
live in different cities on the
East Coast, but they have the ex
traordinary talent to create a
joyous sound together when-
ever they chance to meet,

James Keane showed a cer-

tain rebellious nature at age 11
when he took up the button ac-
cordion in a family of highly re
spected fiddlers. The family's
Dublin home was always filled
with music; some frequent visi-
tors to their home were musi-
cians Seamus Ennis, Joe Cooley,
and William Clancy. James per-
formed with the Castle Ceili
Band and has stuck with theac
cordion long enough to win sev-
eral senior All-Ireland champior
ships. He emigrated at age 20,
settling in Nova Scotia and later
in New York. He appears on
several LPs including an excel
lent solo album, “Roll Away the
Reel World.”

Seamus Connolly moved t0
the Boston area in 1974 from b
home in Kilaloe, County Claré
and is known as one of the ""85[‘
Irish fiddlers in the United
States. He first started playi®
the fiddle at age 12, inspired
the recordings of Michael % |

bllshe(la

histg,
i Ty

man, Paddy Killoran, and Jame

ison. Seamus performed
the late Sean O'Rlada'§
Ceoltoiri Culainn anf:l the Kilfen-
ora and Leitrim Ceili Bands, the
atter led by Joe Burke. Since
his appearance at the National
Folk Festival last year, Seamus
has performed on the “Masters
of the Folk Violin” tour pro-
duced by the National Council
for the Traditional Arts and re-
cently appeared in Washington,
D.C. at the Irish Folk Festival and
the Smithsonian Festival of
American Folklife. His first solo
album, “Notes from My Mind”
was released early this year to
great acclaim.

Helen Kisiel is heard on piano
on Seamus Connolly’s album
and she regularly accompanies
Seamus’s fiddling in perform-
ances in the New England area.
She was inspired to learn Irish
piano backup style after a visit
to Ireland and has since partici-
pated in sessions with some of
the finest Irish traditional musi-
cians.

Seamus Egan was born in
Philadelphia and moved to Ire-
land with his family when he
was four. They settled in
County Mayo, on the west coast,
where music teacher Martin
Donohue taught Egan a number
of instruments. The family
moved back to the Philadelphia
area when he was 12. Now, at
18, he plays flute, tin whistle,
tenor banjo, mandolin, uilleann
pipes and has been named All-
Ireland champion on four differ-
ent instruments. Seamus’s sis-
ters are also musically talented,
and the three perform together
at concerts and festivals and on
Seamus’ first album, released in

1986 on the Shanachie label. He
will be going into the recording
studio again in the next month
to make another solo album for
Shanachie.

Jerry O'Sullivan was born in
New York and has been playing

Morr!
with

the uilleann pipes since 1975.
The uilleann or “elbow” pipes
are by far the most sophisti-
cated among the world's bag-
pipes. Their distinguishing fea-
tures are the chanter, with a
wide range of notes; a bellows,
which is used to inflate the bag
in place of the mouth-blown bag-
pipe; and a set of regulators or
extra pipes, which produce har-
monic or rhythmic accompani-
ments to the main melody.
Jerry has made numerous trips
to Ireland for sessions with
other players and states that his
strongest influence is the music
of the late traveling piper
Johnny Doran. Jerry won the
All-Ireland title for piping in
1979, playing in the open or le-
gato style made famous by Leo
Rowsome. He also plays the tin
whistle and flute and can be
heard on a number of Irish mu-
sic albums, including his solo
Green Linnet release, “The Inva-
sion.”

Deirdre Goulding has been
dancing since the age of 5,
studying dance at the Scoil
Rince Na N'og school of dance in
Boston. She received the Over-
seas Award at the All-World
Dancing Championship in Gal-
way in both 1987 and 1988 and
has performed with the Chief-
tains at Symphony Hall in Bos-
ton, the 49th National Folk Festi-
val in Lowell, and the Irish Folk
Festival in Washington, D.C.
Deirdre is a student at Salve Re-
gina College in Newport, Rhode
Island, where she is studying
marketing and management.

CLYDE DAVENPORT WITH
WILLARD ANDERSON AND
BOBBY FULCHER

This spring seven southern old-
time musicians, ballad singers,
and buckdancers treated audi-
ences throughout the east and
southeast to a memorable pro-
gram called the “Cumberland
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Clyde Davenport
photo by Bobby Fulcher

Willum Garve 2y
photo by Meg Glaser

Music Tour.” Clyde Davenport,
Willard Anderson, and Bobby
Fulcher were part of this distin-
guished group whose mission
was to glve attention to the mu-
sical culture of the Cumberland
Plateau, the remote Appalachian
region situated on the Kentucky
and Tennessee state line. From
this gathering of master musi-
cians was heard a distinct col-
lection of regional folk music,
one that has preserved rare
playing styles alongside more
recent adaptations.

Cumberland fiddler Clyde
Davenport has been blessed
with a keen memory for recall-
ing archaic fiddle tunes he
heard growing up in Mt. Pisgah,
Kentucky. He remembers his fa-
ther Will speaking of an aged fid-
dler named Will Phipps, who oc-
casionally visited their small
farmstead. He played difficult,
droning, unaccompanied tunes
like “Gettin’ up the Stairs,” “lowa
Center,” “One-eyed Rosie,” and
“Puncheon Camp.” Clyde’s fa-
ther learned these stately pieces
and raised his family on them,
Now Clyde stands as perhaps
the best living source of these
and other 19th-century solo
fiddle tunes. Besides solo tunes
and quick-tempoed breakdowns
Clyde plays the fluid blues of his
favorite fiddler, Leonard Ruther-
ford.

_ Clyde was born in 1921 4
first left his Wayne County t?c?me
in 1941, drafteq into the Army to
Serve in Italy and North Africa
Following the war he moved to
thf! auto factories of Muncie
;\I/Iixllville, Newcastle and '
e T
uy farms in Varrier
then brf
i
; Nessee j
:novmg back to Mo:till?;:l;obel!(f: o
uclfy. Clyde now spends ’ | "
of time i his own Wi siol
where he has built orkShOP
areputation

for his fine re

cal lnstrumen]i:,Ir Horkon Mg
. Willard Andersgp, W,

into a musical family. p, o
mother and fathey wér:[t,h i
players. As a result Wiy, e
calls, “I was a 800d-siz¢q Ldr
before I realizeq there v, i
people who didn’t .

; play mygi.»
) Wl}lard has a love f}l;:"b‘::lc.
inherited from hjg father Vi:; 0

and has played in 3 Variety of
country, rockabilly anq rocl? w0
roll styles. He Performed fo, 3
about 20 years ag Mont; (for
‘I]\llonticello) Anderson with
umpin’ Jimmy Frogge
Wolf River Ramblergsgolfutll(njethe
honky-tonk circuit in Midwest. |
ern factory towns,

Banjoist Bobby Fulcher wears
several hats in his home state ol‘
Tennessee. He works as a Re- |
gional Interpretive Specialist for |
the Tennessee State Parks and i)
also a prolific folklorist in the :
Appalachian states. He has pro-
duced numerous recordings of
old-time musicians in the South |
and recently produced and ap- |
peared on Clyde Davenport’s |
solo album “Clydeoscope,” on l
the County label. [

|

WILLUM GARVEY AND
ROBBIE O'CONNELL

illum Garvey is a retired state
policeman and lifelong resident
of Springfield, Massachusetts.
In the early part of this century,
many Irish immigrants settled in
Springfield in the part of town |
known as “Hungry Hill." Other |
European immigrants settled |
there also to work in nearby :
mills. Willum’s father worked at |
the Fisk Rubber Company, a ma |
jor employer in the area. The
Irish immigrants brought with
them their music; his father was
afine singer of popular songs
and ballads, and his mother
Played the fiddle. Willum re-

\
\
|
members having the special 1
pleasure of living in a neighbor-

hood blessed w'Fh some (?f the
finest accordionists and fid-
dlers. Asa child he was espe-
cially attracted to the sound of
the accordion, but the econom-
ics of his age made_hlm settle
for the next best thing: the 4(_)-
cent harmonica. Few people in
the area played the instrument,
so Willum taught himself to play
by listening to local accordion
players and also Jearne_d some
of his repertoire from listening
to old 78 rpm recordings of
single-row accordion virtuoso
John Kimmel.

Willum plays with extraordi-
nary skill and with a great feel-
ing for the music. He plays a
standard 10-hole harmonica and
he plays all of the rolls, triplets
and other ornamentation typical
of Irish accordion playing. Al-
though Willum is now in a posi-
tion where he could take up the
accordion, he jokes that every
time he gives it a try, he “turns
black and blue and breathless”
from breathing in and out (as if
playing the harmonica).
Willum’s son Pat is also a tal-
ented musician now living in
Washington, D.C., and the two
get together to perform on spe-
cial occasions, such as
Washington’s renowned Irish
Folk Festival,

A good musical friend of
Willum's son is singer, song-
writer and guitarist Robbie
O'Connell. Robbie will be join-
ing Willum for the first time at
the National Folk Festival. Rob-
bie was born in County Water-
ford, Ireland, and later moved
with his family to County Tip-
perary. His mother, Cait, was a
sister of the famed Clancy
Brothers who, along with
Tommy Makem, helped create
an International audience for
Irish music in the 1950s and
1960s. Robbie spent much of
his childhood surrounded by

the great singers and musicians

who emerged during that era. In
1977 Robbie toured the United
States as a member of the
Clancy Brothers, and in 1979 he
decided to move permanently to
America. Robbie now lives in
the Boston area and is an active
performer, still touring three
times a year with the Clancy
Brothers. He sings the old
songs with authority and deep
sensitivity and also composes in
the traditional idiom. Robbie
has recorded six albums that
feature many of his original
songs.

HALAU HULA O MILILANI
The Halau Hula O Mililani, of
Oahu, Hawaii, presents the most
traditional of the hula kahiko -
ancient hula dance and music of
Hawaii. Mililani Allen, the kumu
hula (hula master) of the group,
defines hula as “the art of Ha-
waiian dance expressing what
we see, hear, feel, touch, taste
and smell. Hula is a means of
preserving Hawaiian history,
values, folkways and mores. It
is a means of passing down tra-
ditions from one generation to
the next." Mililani is devoted to
sharing her knowledge of hula
with others; she has been teach-
ing for 15 years on the Wai'anae
coast of Oahu and currently is
working with 65 students rang-
ing in age from 6 to 90. Her ha-
lau , hula school, maintains a
very traditional repertoire of
chants and movement and is
known for its grace and simplic-
ity in the performance of this
classic art form. Mililani studied
with three highly respected
kumu hula: Maiki Aiu Lake, Ed-
ith Kanaka'ole, and Edith McK-
inzie. The halau's repertoire of
chants and movements comes
from these teachers as well as
from Mililani's own composi-
tions.
The oldest chants of the hula
kahiko repertoire are dedicated

Halau Hula O Militani
photo by Randy Wichman

Robbie O'Connell
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to the four Polynesian gods,
while later chants pay tribute to
Hawaiian demi-gods such as
Pele, the volcano goddess, as
well as the deeds and accom-
plishments of various chiefs.
Historic and sacred places of
the Islands are the subject of
other chant poetry. The move-
ments that accompany the
chants are regimented and per-
formed with serious concentra-
tion on the story and meaning of
the poetry. The chanter for the
hula accompanies herself with
traditional instruments such as
the ipu heke (gourd drum), pahu
(drum), and ‘uli uli (gourd
rattles).

In addition to the ancient
hula, the Halau O Mililani per-
forms the hula ‘auwana (modern
hula), perhaps the most well
known of hula styles. This style
developed during the middle to
late 1800s with the blending of
music brought by new immi-
grants to the Islands and the in-
troduction of string instruments
(such as the ukulele) from Por-
tugal. In the “modern” hula, tra-
ditional instruments are re-
placed by ukulele and guitar,
and the movements are less
structured. Dancers have more
freedom to create movements
and engage in interaction with
the audience.

In 1986, the National Folk Fes-
tival was held in New York City
as part of the city’s anniversary
celebration of the Statue of Lib-
erty. One of the most moving
tributes to the statue and all
that she represents was brought
to the National by the members
of the Halau Hula 0 Mililani, who
composed music and dance for
the occasion, They return this
year from our nation's 50th state
to help celebrate the 50th Na-
tional Folk Festivya],

Members

year's festiy,
B

performing at this

al are: Makalapua
ernard, G. Pilikya Bernarg. Li-

ana laea-Honda, Napj
noe Taliaferro, Waiap,
Maka'ena, Mapu'illih;
Oshiro, Haunani Bac:];;g:ekal
Nohea Mahelona, J, Kahoio[)
guman, Aaron Liko Allen, .
Allen and Randy Wichme;n b

THE HYE ECHOES wyy,

Paj,

U
Uhea .

SUSAN AND GARY
LIND-SINANIAN
Transported from the moup.
tains and valleys of Asia
Armenian. music and dance py, |
flowered into an eclectic Varig
of folk forms ranging from g)q "
regional styles to contemporawg
evolved urban fads. The Hye i
Echoes and Susan and Gary |
Lind-Sinanian are well verseg,
the broad repertoire of Arme. ;
nian music and dance but they |
specialize in the older Armepjy|
forms. i

The Hye Echoes this year
celebrate their 30th anniversary
of performing for Armenian
community events, picnics, |
church functions, anniversaries
and weddings. Their members, |
ranging in age from 23 to 73, per-%
form richly textured traditional |
Armenian music on violin, [
kanoun, oud, dumbeg, piano ac- |
cordion and clarinet — instru- |
ments typical to this music. Th|
music includes dance tunes, ing
variety of rhythms, as wellas |
songs in Armenian, Greek and x
Arabic languages. The entire
group sings and the oldest me
ber of the group, Henry Sim- |
mons, Is known for his distinct |
“old-world” volce, a deep, gut- |
teral volce especlally appropr! |
ate for Armenian chants.

The members of the group |
are: Henry Simmons, 73, playins|
kanoun (a 73-string plucked ,
psaltery); Greg Krikorlan, 50 |
playing oud (an 11-string rount|
backed lute); Michael Narolam |
42, playing dumbeg (a hand |
drum); John Arziglan, leader o
the group on plano accordior:

Millorl }

|
|
|
|
|

,61,0n violin; and
e g::;;?neign, 23, on clarinet.
Me,lloining the Hye Echoes‘are )
dancers Susan and Gary Lind-Si-
ian, a couple well-known for
nan'lr A}menian dance research
thfj] presentation. Curiously, the
3:riety and popularity of Arme-
pian dance is greater in the U.S.
than anywhere in the world, and
is a dominant feature atany
community party or church pic-

mcéusan Lind-Sinanian’s family
immigrated to Boston from )
Sepastia following the Armenian
massacres of World V\.lar 1. She
grew up with the music and )
dance as a fixture at any family
gathering. Her marrifige to Gary
prompted her to realize the
uniqueness of this tradition, and
they have spent over a decade
researching Armenian tradi-
tional folk arts. Aside from con-
temporary forms, they have col-
lected and documented scores
of traditional dances from eld-
erly immigrants. They have
worked extensively in the Arme-
nian communities and schools
in the United States, perpetuat-
ing these traditional arts, and
are specialists in folkdance,
wedding rituals, costume, nee-
dlework and folk crafts.

Gary is acting director of the
Armenian Library and Museum
of America (ALMA) in Belmont,
Massachusetts. Susan is
ALMA's textile curator and con-
servator. Founded in 1971,
ALMA is a major repository for
the preservation of Armenian
material culture. The collection
Now includes over 12,000 items
including costumes, old 78 rec-
ords, posters, metalware, colns,
stamps, ceramics, illuminated
Manuscripts, oral history tapes,
textiles, memorabillia, audlo-vis-
ual materlals and a 6,000 volume
library on Armentan subjects.
Susan wil| also be demonstrat-

Ng Armenlan lacemaking, along

with her teacher, Alice Kaspar-
ian, in the festival crafts area.

KINGS OF HARMONY
“Praise him with the sound of
the trumpet; praise him with the
psaltery and harp. Praise him
with the timbrel [tambourine]
and dance; praise him with
stringed instruments and or-
gans. Praise him upon the loud
cymbals; praise him upon the
high sounding cymbals. Let eve-
rything that hath breath praise
the Lord.” These words from
Psalm 150: 3-6 of the Old Testa-
ment are joyfully followed as
part of the daily worship serv-
ices of the United House of
Prayer for All People. Asin
many congregations, the voice
is the most common instrument
used to praise the Lord;
powerful a cappella singing, as
well as singing to the accompa-
niment of tambourines, piano,
organ, string instruments and
drums, are heard during the
services and activities of the
church. However, the United
House of Prayer for All People
further interprets the words of
the Old Testament by using
brass gospel bands, or “shout
bands,” in many of their
churches as an integral part of
the praise service. One of the
most respected of these shout
bands is the Kings of Harmony
of Washington, D.C.

For 28 years the Kings of Har-
mony have performed inspira-
tional gospel music as part of
the regular services of the
church, as well as participating
in baptisms, parades, funerals,
church ground breakings, anni-
versarles and other church
events. The glorious and Infec-
tlous music created by this
brass choir of trombones, bari-
tone horn, and sousaphone,
with snare drum, bass drum,
and cymbal rhythm, is guaran-
teed to move and inspire wher-

Kings of Harmony ]
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Ko Nimo
photo by Paula Court

ever they appear

The United House of Prayer
for All People church has its
roots in Massachusetts, foundsd
by Bishop C. M. “Sweet Daddy
Grace, who immigrated to New
Bedford from the Cape Verde Is-
Jands in 1903 at the age of 19.
One of the first Houses of Prayer
was built by Bishop Grace in
West Wareham, Massachusetts.
Since its establishment in the
mid-1920s, the United House of
Prayer for All People has contin-
ued to grow nationwide. The
church is now led by Bishop W.
McCollough.

The Kings of Harmony per-
form dynamic arrangements of
older inspirational gospel songs
and spirituals as well as contem-
porary gospel selections. Like
the pastor's sermons, the
band's spiritual songs often
build to propulsive, uptempo
church melodies. The reper-
toire of the Kings of Harmony
includes such songs as “Pre-
cious Lord,” “Oh, Happy Day,”
“Pass Me Not Oh Gentle Savi-
our,” “Oh, How Precious,” “Jesus
Keep Me Near the Cross,” “Lord
You've Been Good to Me,”

“What is This?,” “When the
Saints Go Marching In” and
“You've Been Born Again.”

Many of these songs are ar-
ranged in three- and four-part
harmonies reminiscent of gospel
quartet ensembles, with a solo
trombone "voice" line playing off
the harmonized and often re-
petitive, rhythmic "vocal”
phrases of the rest of the group.

. Lead trombonist for the
Kings, Norvus E. Miller is re-
sponsible for many of the
band’s arrangements and over-
R
. ; ead trombon-
ists Virgil Smith and his son
Norvus G. Miller. Hannibal
Russell, Hezekiah Shepherd
Samuel Cole, Perry Smith J('>e
Lewis Chambers, Henry éleve-

lands BEI'nard Ho N
Alexander, L|0ydl]sv::n‘ nyan,
Minson, and COl‘nelig’:'S Tony
ger play the trombopg "
and l'hythm parts along <"‘0ny
Melvin Reid on baritonevlv]“h
and Joshua Hamptop on or
phone. Joe Heywarq n Soug,
drum and James Freema:nar
bass drum provide a rocy n
rhythm for the OrganiZatioSohd
Joining the band op leag'

cals at the National Folk Fe v
will be the Assistant Pasto:}wd
church headquarters, “God‘m
White House,” Washingtop SC
Apostle H. Whitner, who 0r’1 s' \
cial occasions sings with them‘
Kings of Harmony.

KO NIMO AND His
ADADAM AGOFOMMA
Ko Nimo was born ina small vi-
lage in the Ashanti region of
Ghana where he grew up arou
both traditional Ashanti music
and the sounds of European
church music. His mother wasa/
singer and his father was a
farmer, a tailor and a part-time
musician who taught Nimo to
play guitar. As a young man,
Nimo pursued music professior
ally playing guitar with several |
popular highlife bands whileat |
the same time following a careef
in chemistry. After Ghanaian it |
dependence in 1957, Nimo
formed the Adadam Agofommé
or “roots” ensemble in an effor
to cultivate popular interestin
indigenous music such as
palmwine,

Palmwine guitar music, the
source of highlife, developed it
the early part of this century®
ablend of West African lyricd
and rhythmic traditions with
harmonies and instrumentatlﬂrl
from Europe and the America
It is one of the sources for s\
New World musical forms 25
blues, bossa nova, calypso: "
the Cuban popular songs ©
1920s.

strumentation of
Thwei:,ne music lnc!udes:
spanish guitar; a small
e of drums and bells;
¢ box, three- "
wn in the
Pfopg;:a:,a:: (tjhin:)umble box
Ca{; li)n Ghana a8 ﬂ}e prempen-
n Lyrics are phllosophlcal
al#:j occasionally hun_lorous cov-
jety of topics such as
male—female relation-
Ashanti tribal history.
are sung in the Asante-
i(zzgljmguage except tt}ose de-
rived from Liberian S{?IIOYS and
from Sierra Leone V.Vthh are
sung in pidgin English.
As one of the foremost expo-
nents of the arts of traditional.
Ashanti polyrhythmic drumming
and dancing, Ko Nimo has per-
formed extensively and collabo-
rated with major pop artists in
Europe and the United States.
His own blend of guitar, percus-
sion and song is referred to as
Up-Up-Up music -2 blending of
indigenous Ghanaian musical
forms with American and Euro-
pean popular music. He com-
ments, “You see, I'm educating
the younger people to respect
traditional wisdom.”

The Adadam Ensemble in-
cludes: Raymond Prince
Twumasi; Hanson William
Obeng; Noah Kojo Owusu;
Abena Felicia Manu; John Kwasi
Gyawu Amponsah; and Daniel
Barima Kwako Gyasi Amponsah.

LOS PREGONEROS
DEL PUERTO
0sé€ Gutiérrez, harpist and
pregonero (lead singer) of Los
Pregoneros del Puerto, hails
from La Costa de la Palma ran-
EhO, bordering on the Alvarado
agoon in the heart of jarocho
Country near the port of Ver-
icruz, Mexico. He now lives in
03 Angeles, California. His
8randfather was an accom-

alm
Coustic

enseél |

® 9

Plished musiclan, and his father

‘{5 one as wel_l. Typical of many
jarocho musicians, the ebullient
?OSé plays all the main jarocho
instruments with ease, is a fine
vocal and instrumental improvi-
sor, and even dances a little on
occasion. His musical compan-
ions are also from the jarocho
country and show it in their
faithfulness to traditional style:
Oliverio Lara, of Denver, Colo-
rado, plays requinto (a four-
string type of guitar played with
a long bone or plastic plectrum),
and Valente Reyes, from Hous-
ton, provides flawless chordal
accompaniment on the jarana, a
small eight-string, guitar-like in-
strument.

Throughout the colonial era,
Spanish immigrants and visitors
were obliged to pass through
Veracruz on their journey in-
land. Perhaps nowhere in Mex-
ico have the centuries of Span-
ish influence remained so evi-
dent as in the folk culture of the
southern coastal plain of Ver-
acruz. The peak social occasion
for music and dance is the fan-
dango; the traditional garb of
the women is the long white lace
dress, similar to certain regional
costumes of southern Spain; and
the Spanish tradition of chivalry
is quite evident. Asin Andalusia
in southern Spain - the ancestral
home of many Veracruzan set-
tlers - there is a strong tradition
of oral poetry, much of it impro-
vised in a spontaneous fashion
to fit the occasion at hand. Out
of this regional blend of arich
Spanish heritage together with a
strong African presence has
come the lively, witty, and some-
what picaresque character of
the jarochos, the name given to
the southern Veracruzanos.
The main jarocho musical fgrm

is the son jarocho, which in itself
involves traditions of instrumen-
tal music, fixed and improvised
oral poetry for that music, and

dance.

.
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Lowell Angkor Dance Troupe
photo by James Higgins

The jarocho instruments are
unique: a large arpa, or harp
(playing melody and bass), re-
quinto, jarana, a tambourine in
some areas, until recently a vio-
lin, and within the last four dec-
ades, a standard six-string gui-
tar. The combination of these
instruments varies, but the most
common grouping these days is
arpa, jarana, and one or two of
the remaining guitar types.

LOWELL ANGKOR DANCE
TROUPE AND
TRADITIONAL MUSIC
ENSEMBLE

In April, 1985 the Cambodian
Community of Lowell gathered
on the steps of City Hall to raise
their country's flag in official
recognition of the Cambodian
New Year. The Cambodian Mu-
tual Assistance Association
worked with the Buddhist Asso-
ciation (regarded respectively
as the “body” and “soul” of the
community) to organize the
day's festivities which included
areligious blessing offered by
the monks, traditional games for
the children, and folk and classi-
cal dancing performed by
Lowell's Angkor Dance Troupe
and Traditional Music En-
semble. The New Year's celebra-
tion was an especially exciting
and emotional event for the
many people who had not cele-
brated their native culture since
the 1975 Communist take-over
of Cambodia when all religious
celebrations were prohibited.

At the time of the City Hall
celebration, the City of Lowell
was on its way to becoming the
home of one of the largest and
most active Cambodian commu-
nities in the United States. The
Angkor Dance Troupe and Tradi.
tional Music Ensemble ig a prod-
uct of Lowell’s ever-growing
community which attracts new
arrivals from acrogg the coun-

try. With dance masters Sameth

Chea from Long Beach, ¢
nia, who also perform Alfoy,
dian comedy and dramg ,
Thoeun Thou, whose faml?d
part of the original Royal By Wy
Troupe of Prince Slhan0ukallel
Angkor Dance Troupe hag ‘hthe
able to diversify its repergy, "
include regional folk dance:F o}
the Monkey Dance while rg; e |
their renditions of the bener"'“g [
known Coconut and Handkey. ‘
chief Dances. "

0.

MAINE FIDDLERS
CONVENTION WITH
MONIQUE LEGER
The Maine Fiddlers Convention
is a group of friends and family
who have been playing music
together for years. The group |
includes four fiddlers who grey |
up in the French settlements of |
southern Maine: Ben
Guillemette, Eddie Deschenes, |
Lucien Mathieu, and Don Roy.
All are respected performers |
who have mastered the Acadian |
style of French-Canadian fid- \‘
dling native to New Brunswick. |
Smooth bowing, crisp articu- |
lation, and very notey melodies ||
are all characteristic of Acadian |
fiddling. This style can be rec-
ognized by its repeated two-part |
melody structure, in contrastto |
the multi-part structure of many |
of the tunes of the neighboring
Quebecois style. |
Much of the repertoire is ‘
drawn from Irish and Scottish |
music, though the playing sty¢ |
does not incorporate the orna
mentation that Irish and Scot i
tish players use. More recently 5
Acadian music has been influ-
enced by Anglo and Canadian
styles, primarily due to the
Prince Edward Island broad-
casts of Don Messer, a well-
known Acadian fiddler from Ne&¥
Brunswick. Fiddle contests
popular over the last twenty
years, have also influenced th¢
style, emphasizing clear, pre:

clse. anfd. l:eli:;ﬁ‘sgmost signifi-
s 3
Cﬂ",;g{ (?uill':mette, the tenth
idina family of fifteen chil-
ehl born in the south-
dren, was D¢ ford
stern Maine town of Sanford.
1"3;15 small town in the southern
tip of the state underwent major
mdustrial growth around the
Jate 1800s, when Thomas Goo-
dall established the qudal.l
Mills. The various textile mills
drew many people from 'French-
Canadian Quebec, and since
then Sanford has had a large
French community. Ben grew
up with an appreciation for the
French-Canadian music; he
learned to play the fiddle as a
boy by watching and listening to
older fiddlers in the neighbor-
hood. He remembers going to
his grandmother’s house and lis-
tening to his uncle play the
fiddle: “They’'d take the table
away and let the stove go out so
we could sit on top of it. My
uncle would play his fiddle and
everyone would dance right
there in the kitchen.”

Like many fiddlers, Ben is in-
terested in styles of fiddle music
other than his own. He cites a
varied list of fiddlers who have
influenced him since he began
playing at age 12, including Ten-
nessee fiddler Howdy Forrester,
western-swing fiddler Spade
Cooley, and a friend in the serv-
ice who introduced Ben to clas-
sical violin repertoire. Athough
he has never taken formal les-
sons, Ben possesses a remark-
able technique. His repertoire is
enormous and diverse, including
old Quebecois tunes, tunes from
Quebecois “commercial” fid-
dlers and New Brunswick fiddler
Don Messer, modern composi-
U;)ns by traditional Canadian
Piayers, and popular violin
feeCES. His playing style and
m;’:"tl?ire are representative of
in th}é Nranco—American fiddlers

ew England area: firmly

based in traditional music, heav-
ily influenced by repertoire
learned from recordings of Ca-
nadian professional fiddlers, and
reflecting an appreciation for
the technique and sound of clas-
sical violinists.

Since 1976 Ben has per-
formed regularly with pianist
and guitarist Toots Bouthot as
part of a small dance band.
Toots appears with the Maine
Fiddlers Convention at the Na-
tional this year, as both an in-
strumentalist and dance caller.

Eddie Deschenes was born in
1924 in Sanford, Maine. Eddie
started learning violin at age 9
and formed his first band, the
“Sanford Troubadors,” when he
was 13. In 1970 he attended his
first fiddle contest, the National
Traditional Old-Time Fiddler’s
Contest in Montpelier, Vermont.
Over the years Eddie has contin-
ued to attend fiddle contests to
develop his French-Canadian
repertoire but he prefers making
music at “house parties,” where
there are no competitions or
judges, and friends can share
their music more informally.

Lucien Mathieu was born in
July 1923 in Winslow, Maine, and
grew up with five brothers and
three sisters. Lucien’s father
played the fiddle, and Lucien re-
calls hearing many of the
French-Canadian jigs and reels
as a child. Lucien has played the
fiddle for most of the last 50
years of his life and especially
enjoys playing for groups of sen-
jor citizens and various nursing
homes with the “Katahdin
Mountaineers” band.

Just as Lucien was influenced
by his father, he has passed his
talents on to his son, Louis, who
began playing guitar at age 7 to
accompany Lucien’s fiddling.
Louis will provide guitar accom-
paniment for the convention of
Maine fiddlers at the National
Folk Festival.

Maine Fiddlers Convention
photo by Rhonda Farnham
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Nashville Bluegrass Band

Luclen was also an important
influence on his nephew, lI?on
Roy. Don began playing the
fiddle at age 15. As a.child, he
listened to old-time Acadlan
fiddle tunes played by his grand-
father and his uncle, Lucien
Mathieu. Properly inspired by
them, he has been recognllzed as
a champion fiddler in various
contests throughout New Eng-
land. Don lives in Gorham,
Maine, not far from Sanford.
There are plenty of other Ac-
adian-style fiddlers in the area
and many opportunities to play
music. Like many fiddlers, Don
also plays other instruments in-
cluding the mandolin, backup
piano, and guitar.

Cindy Roy, Don’s wife, is also
a talented musician. Her grand-
father was a pianist and fiddler
from Prince Edward Island, and
he encouraged Cindy to learn
piano. She has been playing pi-
ano since age 8 and is a guitarist
as well.

Jay Young of Portland, Maine,
rounds out the rhythm section
on the acoustic upright bass.
Jay plays bass for all types of
bands in Maine, including the
Maine Country Dance Orchestra,
which plays for monthly dances
in Bowdinham.

Massachusetts stepdancing
champion Monique Leger will
join the Maine Fiddlers Conven-
tion on stage at the National
Folk Festival. Monique is from
Waltham, Massachusetts, where
her parents settled as teenagers
from their birthplaces in New
Brunswick, Canada. Her father,
an avid fiddle-music lover and
player, encouraged Monique to
take stepdancing lessons from a
local stepdancer when she was
5 years old, and by the age of 9
she was fiishing in the finals of
tion ir? aessttepda“cmg el

ate known for its step-
dancers. In 1983, Monique won
the National Stepdancers Con-

‘

test held in Barre, Ve"nom

CAPTAIN KEND
MORSE ALL

Captain Kendall Morse y.
L as

born and raised in the Smal|
coastal town of Machiag Mai |l
Every small town hag 5 [’0c Tne
character and Machjag’ .
known funny man ang story
teller was Kendall's Gregs U-
Curtis. Kendall grew up am?fle
Uncle Curtis’ one-iners, quip: !
and lies and carried these stq.
ries on with him into his |jfe as
captain, first in the Conserys. !
tion Department of the State of
Maine, and later as an inspector
of ships on the high seas for the
U.S. Fish and Wildlife Service,

After retiring in 1974 Kenda)
decided to collect the Dowp
East humor of his uncle along
with longer narratives of rura|
New England life and some sto-
ries from the seas and present
them to the public. He has re-
corded some of these stories on
his album, “Seagulls and Sum-
mer People.”

NASHVILLE BLUEGRASS
BAND

The Nashville Bluegrass Band
plays acoustic stringband music
the way it was meant to be
played: soulful, dynamic, rhyth-
mic, and precise. This band has
a deep respect for where blue-
grass has been and is also aware
of where its going. The band
has an innovative and unique
approach to the standard blue-
grass repertoire.

One of the Nashville Blue-
grass Band's latest albums, “T0
Be His Child,” is a powerful tritr
ute to one of the major sources
of bluegrass vocal style and rep-
ertoire, gospel music. The ban
draws its material and style
from diverse types of gospel
performance: the powerful )
black jubilee and quartet singing
traditions of groups such as thé

best

ilee Singers, the Old
tet, and the Dixie

* birds; the white coun-
Humn:;gb\llgcals associa.ted
try g(:he Carter Family, Bill
ot and the Stanley Broth-
1l as southern @ .
d Harp singing an
wpe”irsfg::ances by musicians
501?125 blues singer Roosevelt
SUE s, These vocals, performed
-S (:m.etrating four-part harmo-
Ly have established the Nash-
B rass Band as impor-

ille Blueg -
r;lrl: singers of traditional gospel

ic.
mu;;le band is also well versed

; ican musical genres
e Alme:fllcat combined to

and styles .

make “pluegrass” in the 19495:
elements of old-time acoustic
stringband music, the blues anf:l
early country music are heard in
their performances. Each of the
members is a master instrumen-
talist.

Guitarist Pat Enright is a vet-
eran member of the Nashville
Bluegrass Band. He was raised
in Indiana and began playing
bluegrass in the early 1970s in
San Francisco. He moved East
to get closer to the source of
country music and worked and
recorded with well-known per-
formers such as Bela Fleck and
the Dreadful Snakes before mov-
ing on to the Nashville Bluegrass
Band. Pat’s “high, lonesome”
tenor voice and passion for the
blues shine through in the
band’s sound.

Alan O'Bryant, the banjoist
for the group, moved to Nash-
ville In 1974 from his native
E:;tlh (lfarollna, where he had
slnce%aymg bluegrass music
i, € Wwas a teenager. He has
ik a’::fd and recorded with

el ls)ts as Bill and James
atsonl e(t]er Rowan and Doc
Tecorded ﬂg has written songs
5tar||ng anﬂ l\?e Monroes, John
Of g g & ern Gosdin. One
Ngs, “Those Memories

jm Jub
pilgrim
gouth Quar

ers; as W

B

of You," is on the “Trig" album
of Emmy Lou Harris, Linda Rop-
stadt, and Dolly Parton,

Mandolinist Mike Compton
was born in Meridian, Missis-
sippi. He came to Nashville in
1976 and began playing with
banjoist Hubert Davis, appear-
ing on three albums with Davis,
Mike is known for his style of
playing that draws on the clas-
sic bluegrass of Bill Monroe and
the hard-edged Delta blues of
Robert Johnson and Son House.
A prolific writer, he has com-
posed many of the original in-
strumentals the band performs.

Mark Hembree, the bass
player, grew up in Appleton,
Wisconsin. He worked with Bill
Monroe for 5 years and appears
on two of his albums: “Bill
Monroe and Friends” and “Mas-
ter of Bluegrass.” He and Pat
Enright first recorded together
on the Dreadful Snakes’ “Snakes
Alive” album; Mark was ready
when the time came to form the
Nashville Bluegrass Band.

Fiddler Stuart Duncan is the
newest member of the Nashville
Bluegrass Band. Since moving
to Nashville in 1985 from Califor-
nia, Stuart has become a much
sought-after session musician.
He is knowledgeable of both tra-
ditional and contemporary mu-
sic, and has recorded and ap-
peared on the Nashville Network
with such artists as John Prine,
Nanci Griffith, and Jerry Jeff
Walker. In addition to playing
the fiddle, Stuart performs on
mandolin and guitar.

NGUYEN DINH NGHIA
FAMILY

The migration of Southeast
Aslan people to the United
States over the past decade has
changed the landscape of our
smallest towns as well as our
largest cities. Many Vietnamese
people have come to this coun-
try, in the wake of a devastating

Nguyen Dinh Nghia
photo courtesy of Smithsonian Institution
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Doan Trang and Nam Phoung
photo courtesy of Smithsontat institution

Panopoulos Brothers Orchestra

war. However, they have settled
here with much more than just
sorrowful memories; they have
also brought a vital culture that
is enriching the life of communi-
ties nationwide.

Nguyen Dinh Nghia is one of
Vietnam's premier flutists.
Nghia taught at the National
Conservatory of Music in Saigon
and later was a professor of tra-
ditional music at Van Hanh Uni-
versity. Unlike most western
societies, in Vietnam the bound-
ary between classical and folk
arts is subtle and hard to define
with precision. So it is not
strange that Nghia has studied
both classical and folk music
throughout Vietnam. Consider-
ing the present state of tradi-
tional Vietnamese music in both
Vietnam and the United States,
it is fortunate that he has
passed this knowledge on to his
daughters, Doan Trang and Nam
Phoung, and his son Dinh Nghia.
Each has specialized in a Viet-
namese instrument - Doan Trang
on the tam tap luc - thirty-six
string hammered dulcimer - and
the 16-string zither, Nam Phoung
on the dan bau (monochord),
and Dinh Nghia on the Vietnam-
ese and western guitar.

The Nguyen family settled in
Arlington, Virginia, in July 1984.
During the many years that the
family waited for permission to
emigrate, Nghia lived in the Viet-
namese mountains with the Ba-
nar and Rade tribespeople.
When permission was finally
granted he was able to bring
with him to this country several
instruments from the musical
culture of these groups, includ-

ing the dan t'rung, a large xylo-
phone with multiple sets of
keys. The preservation of this
tribal tradition along with those
of the lowlands is a passion the
entire Nguyen family shares.

PANOPOUL
ORCHESTRA® CROTHigg
eorge and Pete Pap,, '
are first generation Gre
Kalavrita on the peq
the large peninsula soyq, -
Athens. They have Tived .of
cago for more thap 20 ye n Ch,
where the third IargeSt G:I:ek
community i i
resides. yin the Uniteq Stateg
The Panopoulog
chestra has geen tog;;:'e‘:’;s 3
over five years Playing ip CI:{,
around Chicago as wel| ag ls
tivals and clubs on the easty s
west coasts. They play my Si;'d
from several regions of Greece

Oulg |
€ks lrnm
onniS()s

including their native Pelopon,, |

sos. Their repertoire alsg in-
cludes the plaintive sounds of
the mountains of Epiros, anq the
rebetika music of displaced Apg.
tolian Greeks who have for dec-
ades played in the nightclubs
and tavernas of Athens and Pj-
raeas.

As with many Greek musi-
cians in the United States, the

members of the Orchestra often |

return to Greece each summer
so the National Folk Festival is
fortunate to be able to hear this
ensemble together this season.
The Orchestra includes George
Panopoulos on clarinet, Pete

Panopoulos on guitar, John Rus- ||

sos on bouzouki and Gus Simos
on drums.

PANORAMA STEEL BAND
The Panorama Steel Band plays
traditional and popular music
from the Caribbean islands on
an assortment of pans (steel
drums) custom-made for the
group in Trinidad. Based in the
Boston area, the band is com-
prised of musicians from Ja-
maica and Trinidad. Their rep
ertoire includes calypso (danc®
music with lyrics expressing 50-
cial concerns) and soca, a term
meaning soul-calypso—a more
complex and syncopated form

combines calypso with
n-derived rhythm-and-
d soul music.
blu.]?z: [r:ey figure of the Pano-
steel Band is founder and

ma .

stic director, Mackie
artis ) .
gurnette. Growing up in
Trinidad near a.volunteer re-
serve camp during World War I,
purnette remembers: hearing the
pulsating sound_s of “rhythm

roups” emanating froml th_e
camp in the evenings. Similar
percussive sour}ds were brougl?t
into his parents home every Fri-
day night as friends gather_ed to
share dinner and play music.
Young Mackie was always al-
lowed a chance to “play” on the
drums. Later, in church and at
school, Burnette began to pur-
sue music in a more formalized
manner through lessons. How-
ever, the strongest influence in
his formative years was the sea-
sonal pre-Lenten celebration of
Carnival—a time when music
and musicians came out of
houses, churches, and schools
and into the streets. Steel band
competitions were held at that
time which encouraged groups
to give their best performances
of the year. Burnette compares
this experience to performing
here at the National Folk Festi-
val, saying, “Everything has to
be to the maximum.”

After World War 11, musicians
versed in traditional Caribbean
music began experimenting with
the sound possibilities of the
large metal oil drums brought to
the region for industrial pur-
poses. Musical forms such as
tamboo bamboo (a rhythmic
music played by hitting bamboo
poles of differing lengths against
the ground to get percussive
tones) were adapted to these
steel drums. Other mass-pro-
duced metal items, such as car
Parts, biscuit tins, and dust bins,
Wwere used as musical instru-
ments on which traditional

that
Amerlca

rhyt}}ms were played. Accom.
panying the percussion weye
songs that often addressed s
cial problems of the day suc:-
as unemployment, '
by mucang et Ve
for protest. C o o
- Lonsequently, for

many years these groups were
s TSt
class parents e .and middle-

S pal often discouraged
their children from joining steel
bands. However, as the demand
for bands to perform at parties
grew, groups began to expand
their repertoires to include steel
band renditions of the popular
songs of Europe, the States, and
Latin America. With the post-
war growth of tourism, steel
band music, which had origi-
nated in the eastern Caribbean
islands, soon spread throughout
the islands.

Steel pan groups use pans of
various sizes and shapes that
provide different tone ranges. A
basic band includes: tenor (a
single pan with twenty-six or
more notes, representing the
highest range of sound and usu-
ally playing the melody); double
tenor (two pans, overlapping
the tenor range); double or sec-
ond alto (two pans, lower than
tenors, often playing chords);
guitars and cellos (three or four
pans tuned to sound like acous-
tic Spanish guitars or cellos);
tenor bass (four pans, higher
range of bass); and bass (six to
nine pans with two or three
notes on each). Pans are made
by pounding the top of an oil
drum with a hammer into a con-
cave shape and then grooving it
with a chisel or nail punch into
sections for various notes.
Notes are then tuned with a
hammer and the drums are cut
down in height, to obtain the
desired sound (for example.
shorter drums produce higher
tones). Some bands at Carnival

Mackie Burnette, Panorama Steel Band

“
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Our Lady of the Angels Band
photo by Stephen Cabral

Lowell Portuguese E;lsémbleﬁA ‘
photo by Tom Rankin, American Folklife Center, Library
of Congress

play with as many as 100 mem-
bers.

PORTUGUESE MUSIC
AND DANCE

One of the largest Portuguese
settlements in the United States
is the New Bedford and Fall
River area of Massachusetts.
Portuguese Immigration to Mas-
sachusetts began in the 1880s
and continued until the 1920s
when restrictions were placed
on all immigration to this coun-
try. A second wave of immi-
grants came to New England af-
ter the restrictions were lifted in
1964. Many of the immigrants
settled in the coastal towns of
Massachusetts and Rhode Is-
land, finding work in the fishing
and whaling industries and in
the cotton mills. A majority of
the immigrants to this area
came from the Azore Islands.
Each of the islands has its own
character and pride in its tradi-
tions and history; these tradi-
tions are still vital in the United
States through the music and
dance, festivities, religious cele-
brations, food, and processions
of its immigrant communities. It
is interesting to note that many
of the older Portuguese tradi-
tions which had died out on the
mainland have been kept alive in
the isolation of the islands.
These traditions, in turn, have
flourished with the support of
the Portuguese Voluntary Asso-
ciations in the United States.
Three Portuguese groups ap-
pear at the 50th National Folk
Festival to share some of the
unique traditions of their
Azorean roots: Grupo Folclorico
Lusitanos of Fall River, the Our
Lady of the Angels Brass Band
of New Bedford, and the Lowell
Portuguese Ensemble
Grupo Folclorico Lusitanos
was founded in Fall River, Mas-
sachusetts in March of 1973 by a

Miguel, Azores. The
traditional dances
the islands, and st:sgtscngs of ¢
A O pre.
serve the traditions and }
toms of its people by keetlfs. !
the Portuguese spirit 5 ng |
elders and inducing int
the new generation, ‘
ments o erected by F-
05 and his sqp, Ted
Ramos, has twenty-five mem
bers. They have performegq s
feasts throughout New En I:I
in New York City, Philadelph]‘n "
and Toronto, Canada. :
!3ra§s b‘ands in Portugal gy,
an institution, which Practical
every village supports for per-
formances at festivities, saintg'
day processions, and concerts
One of the kings of brass ban
music, John Phillip Sousa, wag
Portuguese and had his roots i,
this tradition. However, during
the 1950s and 1960s brass band
music was on a decline and only
since the 1980s has this music
experienced a revitalization,
This decline in Portugal is par-
tially due to the mass migration
of males to the United States. In
Portuguese communities in the
United States, brass bands are
popular and often associated
with local clubs. This interest
by Portuguese Americans has
sparked a revitalization of festi-
vals back in the Azores.
Our Lady of the Angels Band,
of New Bedford, Massachusetts,
is a 40 piece brass and wood-
wind band that is often called
upon to perform in processions.
Holy Ghost parades, feasts, and
concerts throughout New Eng-

Yy pErf()rm |

live j the!

it
€rest in |

land and the northeast. They
were founded in Fairhaven, Mas-
sachusetts, by Antonio Caetane:
Eduardo Almeida, and Victor
Medeiros in 1982 and repre-
sents, in part, recent immigrants
from the village of Agua de Pau
on the island of St. Michaels in

the Azores. The group movec

group of immigrants from Sao

to New Bedford in 1984. The

I
|
|
|
;
i
|
J
|
r
|
|

ey perform is often spe-
z’ saint’s day, proces-
d the conduc-
sion n the responsi bility of
tor g‘w.! the set list for each
|nmcge The set could in-
wr}:“ortug;lese traditional
5, SOME classics, over-
memdle 'sa marches and Portu-
contemporary music. Ina
jtuation it js common Fo
o brass bands in-

Seasoﬂ an

aral

(5
e ed. During th

the parade 2
pands" takes P
lgeional conflicts, represented

py bands from dif{er?jn_t izlands,
are vented and voic¢ in ™
riendly and musical way. The
Band's most important proces-
sion is held for Our Lady of .the
Angels who is the patron. saint

of Agua de Pau. The festival and
feast is traditionally held .on Au-
gust 15 but is celebrated in the
United States on Labor Day.

The Lowell Portuguese En-
semble is a group of friends that
get together to perform music
and dance on special occasions
in their community. The group
was brought together by Mateus
Martins, the accordionist and
spokesperson for the group. His
brother, Joseph, is also a mem-
ber of the group. The two
brothers work with their father
at a fish market in Lowell. They
are joined by musicians John Or-
mande and Hermengildo Matos
and a group of local dancers.

ROOTS OF BRASIL

he arts of Brazil, especially
those of the Bahia region on the
east coast of the country, are
deeply influenced by West Afri-
can tribal traditions. Much of
the music and dance of Roots of
Brasil is based on the slave ex-
Periences of West Africans
brought to Bahia in the 18th and
19th centuries, This experience
Centered around work and the
Occasional festivity that was al-

lowed the slave community.
The Roots of Brasil will perform
the Maculele, an intricate dance
originated by slaves at work in
the sugarcane fields. They will
also present the elegant Afoxe, a
ritual prayer of peace often per-
formed at carnival to calm the
exuberant crowds.

Ligia Barreto founded Roots
of Brasil in 1984 to promote Afro-
Brazilian culture in the United
States. Ligia was born in Rio de
Janeiro but began her vocal and
dance career under Master King
in Salvador, Bahia, the birth-
place of her parents. She came
to New York City in 1980 to teach
dance. After several years in the
city she was able to put together
an ensemble of 13 dancers and
musicians, 8 of whom will per-
form at the National Folk Festi-
val. Members of the troupe in-
clude dancers Mari Nobles, June
Mapp, Mikey Davison, Michelle
Summers and percussionists
Jaja, Jakuba and Charles Negrita
who will play conga drums and

agogo (bells).
SON DE BORINQUEN

Son de Boringuen, translated
“the music of the native Puerto
Rican” is a group of musical
friends who have come together
in their hometown Waterbury,
Connecticut, through a shared
love for their culture’s music.
They are Maria Burgos de San-
tiago, Carmelo Santiago, Jose
Rodriguez, Jaime Velez and
Efraim Rivera, and their special-
ity is jibaro music, the muslic of
the people from the rural high-
lands, inland region of Puerto
Rico.

Jibaro music is meant to be
listened to; it is vocal music usu-
ally sung in ballad forms known
as decimas, aguinaldos and
mapaye to the accompammeqt
of string instruments and a guiro

(a ridged gourd, scraped with a
stick). According to group

g
Son de Borinquen
Photo by Theresa Francis

Statue of Qur Lady of
the Angels, patron
saint of Agua de Pau,
St. Michaels

photo by Stephen
Cabrat




Ta Pethia
photo by Nick Hawes

member Jose Rodriguez, “If
somebody's a fibaro, it's almost
like saying a hillbilly - a person
who tends to be more agricul-
tural in their roots. These musi-
cal traditions were a form of
communication, a form of re-
lease, an integral part of
people’s lives. They exchanged
information using aguinaldos
and they preserved historical
facts.” The decimas can be
thought of as a type of topical
folk narrative poetry dealing
with historical, romantic, hu-
morous, or religious themes.
These lyrics are composed or
improvised using a set melody
and rhythmic structure in ten
line stanzas.

Maria Burgos de Santiago is a
prolific composer of decima and
aguinaldos. She has written
decimas about John F. Kennedy,
the Challenger disaster of 1985,
and even has written a decima
for the occasion of the National
Folk Festival. She grew up in
San German, Puerto Rico, and
moved to Waterbury approxi-
mately 25 years ago. Her music
has brought her appearances on
radio and television over the
years.

Maria Burgos de Santiago and
Carmelo Santiago, the other lead
vocalist in the group, are excel-
lent performers of the
controversia, a singing contest
where two singers try to outdo
each other as they alternate
singing and improvising verses.
The Performance of controver-
Slas is becoming rarer and rarer.
Ceirmelo Santiago is one of 4 di- .
minishing group of singers who
ppssesses the skills to impro-
vise lyrics, or improuisando,
baseii On any theme, rhyme ang
metric scheme, He is a self
taught poet with 5 wonderfu|
j\;gz:re and obvioyg love for

% :
Oros :’:séf, ;ltig l%rew up in

] ico.

Every 8roup has 3 person

who pulls the artjg
Jose Rodriguez ig t;]saiogether.
for Son de Borinquen ani[r
a very active worke
Puerto Rican comm,
president of the Socjeq Y, ey
Talento Puertoriqu 2dde

¢ 5 €no, an or.
ganization devoted o perp
ing and displaying some of ftual.
artistic and culturg) gifts th ¢
Puerto Rican community h:
brought to the United S'(atess
His family was from Jayuys
Puerto Rico, but h .

; e e grew yp
the United States and learneq
his music from friends, relatiy
and old recordings. Marig Bu:s
gos de Santiago and Alex Lope;,
another Waterbury musiciap in
fluenced him. Jose also speai(s
of participating as a youth ip the
parrandas, a type of Christmas
carolling tradition, important to
the Puerto Rican community.
Jose plays cuatro and guitar with
the group.

Jaime Velez is the guitarist
and newest member of Son de
Borinquen. He moved from
Puerto Rico to Waterbury 11
months ago.(Jaime also plays
cuatro, which he studied in
school and, in addition to the
jibaro music, can play classical
mazurkas and danzas of Puerto
Rico.)

Efraim Rivera works during
the day with Jose Rodriguez and
is originally from Aguada,
Puerto Rico. He is self taught on
guitar, sinfonia de boca (har-
monica) and sinfonia de mano
(accordion) and sings and
writes songs. He will be playing
the guiro with the group in Low-
ell.

al
rin the Sojy
Unity,

TA PETHIA

a Pethia is a group well know!
in the Lowell area. They are
special favorites in the Greek
community where they play
regularly for weddings, christe™

ings, parties and other events-

The band was organized ap-

tely ears ago f;(t)::
’ re
o’ inthe g .
sl "vmgmembers are ei-
t second geiieraiion
e I nts of Greek immi-

esC }

ants o music is rich in
1 TaPethio ® m:riorm for
variety 2% eople, older people
ounge = " the entire com-
zﬂd .Chlldren :r:.lst know and
munlty: o traditional tunes
s recalled by th(}

ﬂ d1iemcce‘iebrating an anniver-
COP ell as songs popular
:ﬁ,rzngst younger ifms. Th;air
music gives us a.glimgse O't o
some of the musical d,IVCISl y
Greece, where 2 banq s reper-
toire will include ancient melo-
dies from rural villages as well
as a contemporary popular
songs from the city of Athens.
The group consists of James
Kafasis on clarinet and flute,
Charles Koustas on bouzouki,
John Papadonis on drums and
George Paris on electric guitar.

THE TEXAS COWBOYS
Texans are known for their
pride in their state, and this
year, on stage at the National
Folk Festival, the Texas Cow-
boys from Houston will get an
opportunity to show off one of
the things Texans do best. The
state has an incredibly rich mu-
sical heritage: it has been a
Crossroads for Mexican, south-
em, southwestern, European
and other cultures which has
resulted in an amazing fusion of
Musical styles. One of the best

nown musical styles from this
";Elon Is western swing, and one
‘c’o::e most respected of the

b €mporary western swing

al}lfls Is the Texas Cowboys.
" E: lrnots of western swing
fowhy raced directly to the

o Western stringband tradi-
- and more indirectly to

¢
" 0rms of traditional rural

lads, cowboy songs, and break-
down fiddling. The stringband
style merged with the more
commercial music, jazz, and
swing that was popular in the
1930s, and as individuals be-
came more progressive in their
integration of these styles, a
new form of music emerged.

The instrumentation was based
on that of the traditional string-
bands (fiddle, banjo, guitar,
mandolin and bass), but the
musicians took a more innova-
tive approach to the playing of
these instruments; electrifica-
tion of guitars and mandolins
and a more improvisational,
jazz-based style of fiddling are
some examples.

The most influential person
in the popularization of western
swing was Bob Wills, leader of
the Texas Playboys. His success-
ful career spanned 40 years and
influenced countless musicians
and listeners. From 1934 to 1942
he and the Playboys performed
daily, primarily in Tulsa, Okla-
homa, and occasionally travel-
ing to other areas of Oklahoma,
Arkansas, Kansas, and Texas.
These performances and the
band’s numerous radio broad-
casts were crucial in changing
the character of country music
and bringing the western swing
sound into the foreground.

Two members of the Texas
Cowboys, Leon Rausch and
Herb Remington, both worked

for a period of time with Bob
Wills and his Texas Playboys
band. Leon Rausch got his first
full-time job as a musician in
1955, in Tulsa, Oklahoma. He
commuted 180 miles every
weekend from Springfield at first
and then moved to Tulsa, where
he soon met up with Bob Wills.
In 1958 he performed for the
first time with the Texas Play-
boys and became their featured
vocalist.

Herb Remington, from South

my,
Sic such as gospel songs, bal-

Texas Cowboys

Herb Remington

i
Leon Rausch
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Joe and Odell Thompson
photo by Nancy Kalow

John Dee Holeman
photo by Kathy James

Bend, Indiana, also was involved
with Bob Wills's band for sev-
eral years. He started at age 21
and played steel guitar for the
Playboys for five years. He later
worked with Hank Penny, T.
Texas Tyler, and Slim Whitman,
who were all important musi-
cians in the western swing style.
He is the Remington of “Reming-
ton Ride,"” now a standard tune
in jazz and swing circles.

Ernie Hunter is well known
throughout Texas as one of the
state’s best breakdown fiddlers.
He has played on recordings of
Leon Payne and George Jones
and has his own solo recording
of fiddle tunes, waltzes, rags,
and polkas called, “All about Fid-
dling.” Ernie is joined by fiddler
Bill Dessons to achieve the char-
acteristic twin-fiddle sound of
western swing. Bill has been
playing and recording western
swing music for over 30 years.

Jim Gough is a vocalist and
the rhythm and lead guitarist for
the Texas Cowboys. He has per-
formed at a variety of places
from rodeos to banquets for 13
years and is featured on the re-
cording “Jim Gough and the Cos-
mopolitan Cowboys.” Jim's
Houston-based company “Jim
Gough Enterprises” produces
commercials and does graphic
design.

Drummer and vocalist Obie
Jones rounds out the sound of
the band with his extensive mu-
sical experience dating from the
Bob Wills era. Obie is a native
Texan who has been a musician
since his school days, when he
played saxophone and formed a
19-piece band. After serving in

the US. Navy, Obie returned to
Texas and, dedicated to keeping

¥estem swing alive, formed the
hexas Cowboys. Together they

l'iave performed with such well-
Nown musicians as Hank

Thompson, Freddie F
g ende
Johnny Rodriguez, v

JOE AND ODELL,
THOMPSON WITH
JOHN DEE AND JANicg
FOLEMAN

t is an honor to have Jg
Odell Thompson at the 1\:;?0(1
Folk Festival. Their traditionl-lal
very old and very rare and dul:
ing the 17th, 18th, and 19¢h ce,
turies, hugely influenced the de:
velopment of both folk ang
popular musics.

Older than the nation, the
black fiddle and banjo duet and
stringband style was well known
tq President Thomas Jefferson,
lu-hs brother Randolph frequently

went out among” the enslaveq
banjo and fiddle players. The
nation’s oldest and most endur.
ing popular music fad, the 184(-
1900 minstrel period, was
largely derived from this. Here
is the primary antecedent of
blues, ragtime, and early jazz.
This is the music that flourished
after drums were banned after
the slave rebellions of the 1700s.
Here is the antecedent of the Ap-
palachian old-time stringband
and its modern manifestation,
the bluegrass band.

Joe and Odell are banjo and
fiddle musicians from the black
stringband tradition of the
North Carolina Piedmont whose
driving and gutsy sound leaves
no question that they are dance
musicians. Their repertoire of
largely 19th-century tunes was
worked out over years of attend
ing and playing for Saturday
night frolics, communal corn
shuckings, wood cuttings, and
home gatherings. Those 0ppO™
tunities for music have all but
faded away, and less regular fes
tival and concert opportumtles
have taken their place. Today:
black fiddle and banjo players
are all but unknown in a regio”
that once supported a large
black musical community-

b
Joe and Odell, ages 69 and 7

: ins
respectively, are first cousit

western Orange
o norrtlr(l)rth Carolina, ab‘out
rth of Chapel Hﬂl..
5 were both musi-
er John Arch
5— : 4
layed fiddle, an
Thompsonhl(:a)r &llalter Thompsolfl
i0. These two men of-
played ;a;eid the music for local

ro'
:)eI:cKl’( and white set dances.

e 7, Joe got his first
seling 48 packages of Garden
spot seeds- After stringing it
vith wire from a screen door,
Joe began to work out some
tunes. Odell first started on the
fiddle at age 12 and began learn-
ing banjo 6 years later. He would
accompany his father to play at
white square dances and can
recall large gatherings where
they played in the doorway be-
tween two rooms full of dancers.
Both Joe and Odell learned the
traditional old-time repertoire
from their fathers and from
dance parties. Some of the stan-
dard tunes they play include
“Old Joe Clark,” “Little Brown
Jug” “Boil Them Cabbage
Down,” “John Henry,” “Georgia
Buck” “Going Downtown,”
‘Hook and Line,” “Pumpkin Pie,”
and “Cindy.”

The Thompsons put down
their instruments when they
went away for military service,
;l“d when they returned to
‘h"fith Carolina they found that
Ioe r'style of music was no
plggf;é":g;r\and. They stopped
when gradh, :xbout 15 years ago,
el encoyy ate student Kip Lor-
their instruagec‘ them to take up
la ments again. They

Y often now, for thej .
loyment a5 will r own en

as for set

a
: :es that they organize in
Community,

iles NO!

J
o n?hn Dee Holeman also hails
foin 0ol'th Carolina and will
€ and Odell op, stage to

shy i
aﬁ\:i off hig Notable buck-
g steps, This exciting

fiance, the precursor of tap and
jazz dance, can be done to the
rhythmic body slapping known
as “patting juba” as well as to
stringband and other forms of
music. John Dee began dancing
while in his early 20s, learning
buck and tap dances from his
uncle and cousin. He is also a
singer-guitarist with a rich, ex-
pressive voice and a guitar style
that mixes the lilting melodic
phrasing of Piedmont style with
the more aggressive and hard-
driving influences of the Delta
style. He was born in Orange
County, North Carolina, and
now lives in neighboring Dur-
ham. John Dee will perform
with his wife and dancing part-
ner, Janice, to show some of the
couple dancing typical of the
Piedmont “house bust down”
parties. This fall, John Dee will
travel to Washington, D.C., to re-
ceive the prestigious National
Heritage Fellowship awarded by
the National Endowment for the
Arts, for his artistic achieve-
ments.

WAYNE TOUPS AND
ZYDECAJUN
Wayne Toups and Zydecajun
bring their highly energetic
blend of Cajun, zydeco, rhythm
and blues, country, and rock-
and-roll music back to Lowell for
a second year. This group of six
young musicians has been excit-
ing audiences with music that is
at once deeply traditional yet
strongly reflective of 1980s
popular culture. By playing clas-
sic Cajun tunes on electrified in-
struments in an upbeat, drlvi;gf

le, they are inspiring man
it?:elr con:’emporaries back home
in southern Louisiana to take

in their Cajun roots.

prl%e]e group Is led by dynamic
Cajun accordionist Wayne
Toups, a very physical per-
former who has been known to

finish a concert with a broken

Wayne Toups
photo by James Higgins
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his own iron-armed strength
supporting the accordion.

Toups grew up in Crowley, Loui-

siana, the youngest of seven

children. He remembers hearing

Cajun music as a boy at the

weekly dances that his family at-

tended in Riceville. He recalls,
“They used to put me up to
sleep on the table. | remember
going to bed every Saturday
night with the French music
playing. It played in my dreams

and seeped into my soul.” At age
14, Toups transferred the music
from his dreams to his fingertips

as he tried his hand at his older
brother Roger’s accordion.
While Roger went offshore to
work on an oil rig, Wayne prac-
ticed until he could play more

tunes than his brother could. He
began listening to the records of

the late great accordionist Iry

Lejeune, whose soulful style was

popular in southern Louisiana
during the 1950s. Toups’s other
musical heroes include Aldous
Roger and Walter Mouton. Folk-
lorist Barry Ancelet compares
Toups's agility and enthusiasm
to that of famed accordionist

Nathan Abshire as a young man.

“As long as someone like Wayne

Toups is playing, the French cul-

ture will survive,” Ancelet says.

The Zydecajun band includes

Wade Richard on guitar and vo-
cals, Terry Huval on fiddle, Troy
Gaspard on drums, Rick La-

8neaux on keyboard, and Mark
Miller on bass guitar.

accordion strap and nothing but

oaquim M;j
born in the g:;&}melda W
in 1898 and came 1o -
ew

Bedford, Massachusgt
he was 21 years o) H‘S, Whey
job in the textile miils ;t%ka
tinued to do thjs work ndcn
retired. Joaquim left
Wwhen still in Cape Vey
come a fisherman, ingi
his father’s footstep(;].lo}::ng !
started making moge|
the age of 15, learnin,
uncle who also was a fisherman,

Joaquim lives in New
Bedford, Massachusetts, in a
apartment full of model boats
which he builds with hand tools,
using scraps that he finds or
relatives bring him. He makes
his boats without plans, because
he says that he has all the plans
in his mind. His model boats
have moveable parts, and he de-
lights in showing the mechanicd
means through which he can
work the rigging and the sais.

Joaquim plays the fiddle (&
did his father) and the guitar. -
He occasionally gathers withis
friends to play music and dan®
sometimes at the Cape Verded
social club in New Bedford.

CELESTINE ANDERS(&I)“‘rn ’
Celestine Anderson was >
Manchester (Mlddlesex).Umwd
maica, and moved to thdeand
States with her husban o
children 19 years ago: widenlo'
was 37. Sheisnowa retsts
Lawrence, Massachusea ' .
Celestine's parents o
grandparents weré farvrjla o0
maternal grandfatherm e
carpenter and a consn ralsed in
most Jamaican V{omfr!n b
a traditional envu'onsew and d
Celestine learned t0 mothe’ an[ |
embroider from hef Lot
grandmother. Her gran el |
and grandfather also e
to make baskets wi

chog)

1 boats 3t

until he |

de to be. I

g from an |

\
|

!

g. Traditionally, bas-
made from palm
stems being used as
e and old rags
ribbm&dg;";fl nd twigs would
wran:used_ These baskets
zl;l?ld be decorated wit!l flowers
and ribbons and sometimes
were painted. Basket§ were
used daily in all Jamaican hf)us&
holds for storing the family’s be-
longings and food, for lal.md'ry,
for marketing, and for bringing
crops back from the fields.
These baskets generally would
last two or three years.

When Celestine first moved
to Massachusetts she worked in
amill, on a knitting machine; her
skills as a weaver in Jamaica
helped her in that job. Later,
Celestine started working for a
computer manufacturing com-
pany and has been there now
for fourteen years, designing
and assembling computer hard-
ware.

Celestine and her husband
often reminisce about Jamaican
traditional cooking and social
life, Particularly the Sunday fam-
lly gatherings which they miss.
Cel.estine hopes to return to Ja-
Maica when she retires.

%Ll Cissoko

. run} maker Ali Cissoko was
A(fnjn In 1952 in Senegal, West
St:t?’ and came to the United

traditsi In 1975, Ali's father was a
oy S‘onal medicine practitio-
ow)i lr;fe he wanted Ali to fol-

o s:)l is footsteps, he taught
e prr; to recognize the differ-
g, Perties of various roots,
R .hand Wwoods. Ali's father
Dlemen?usehOId tools and im-

o ma eS. and Ali learned how
to carys . lils OWn toys. He began
Galesq € traditional Sene-
h.M)lvedl'Ums when he became
b Nag in choreographing for
Dakay onal Artg Institute in

' S€negal. Each of the

dry
Ms which Ali has made has a

Kets were
Jeaves, the

different personality and role,
The djimbe drum, for instance,
is used to call people together
to learn important news from
the community’s elders, or to
celebrate.

Ali Cissoko sees himself as
part of a new generation of Afri-
cans committed to the regenera-
tion and perpetuation of tradi-
tional culture. Since living in this
country, Ali has continued to
play drums with Afro-Americans
as well as with other West Afri-
can immigrants or students. He
has provided instruction in both
dance and music to young
people in Providence, Rhode Is-
land, where he lives.

Ali Cissoko is also a painter
and a printmaker, and has a de-
gree in anthropology from
Northeastern University.

LOUIS AND IRENE
DOUCETTE

In the 1930s, fishermen used to
stay at sea for twelve or more
days. The length of stay at sea
was partially limited by the
amount of supplies and water
the boats could carry for their
crews. Boats from New Bedford
used to go south as far as New
Jersey and Virginia; many boats
used to sell their catch at the
Fulton Street Market in New
York City, where fish would
fetch a better price than in New
Bedford. Louis Doucette recalls
that the life on boats was quite
different before World War IL:

the amenities on board were ba-

sic, and the equipment for nayi-
gation was much less sophisti-
cated.

Louis Doucette no longer
goes out sea fishing, but he still
makes fishing nets, a trade he
learned as a young man on his
father's boat. Since nets tear
during fish operations, most
fishermen learn to repair them
during fishing trips. Louis also
learned to make lobster pot

Ali Cissoko
photo by W. Lambrecht

Louis Doucette
photo by W. Lambrecht



Irene Doucelte &

photo by W.
Lambrecht

Albert Doucette
photo by W.
Lambrecht

Elaine Foley
photo by W
Lambrecht

—

nets, a skill he taught his wife
Irene; he and his wife still make
lobster pot nets at home in
Fairhaven, Massachusetts.

When Louis was born, in
1911, his family had moved from
Nova Scotia to Edgartown, on
Martha's Vineyard, and in 1924
the Doucettes moved to New
Bedford. Louis Doucette started
fishing with his father at the age
of 7 and became a full member
on the boat his father was the
skipper for when he was 19. He
married Irene Zygiel in 1930.
Irene’s father was born in Po-
land, and his family had immi-
grated to New Bedford when he
was 4. Her mother was born in
this country of Polish immi-
grants.

Louis and Irene have four
children. One of their two sons,
Albert, has been a fisherman,
and now Albert’s son is one, too,
carrying on the family’s tradi-
tion for yet another generation.

ALBERT DOUCETTE

bert Doucette was born in
1931, in New Bedford, Massa-
chusetts to a maritime family
(both his grandfather and his fa-
ther were fishermen). He was a
fisherman himself for more than
‘thirty years; at the age of 14, he
joined his father, Louis
Doucette, Jr. on a fishing crew
for the summer and continued
to fish until 1977. Albert was
alsq employed as a sign painter,
having taken commercial art
courses in high school. In 1977
the fishing boat he was on was‘
rammed by another boat, and
one man was lost at sea, He de-
c.lded he would never goona
fishing boat again.
2 Albert has been caj
ho[})’gars and what started asa

. ov«)z, has become a profession,

scrimsrll-ls ashop Specializing in
hal aw. He likes to work in

ale tooth, byt because of re-

rving for
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ELAINE FOLEY

Elaine Foley was bo
chusetts in 1955, ap,
lives in the town of
She learned tatting
grandmother, Leah Gallant,

She had seen tatted pieces and

summer visit to Prince Edward
Island, where the family had a

French Canadian and Micmac
Indian ancestry, taught Elaine
the basic skills which she had
learned from her own mother
when she 10. She also showed
Elaine how to use a metal
shuttle. (A wooden shuttle is

cult tool to handle, and Elaine

times, people used to make their
own wooden shuttles). Elaine’s
grandmother made few tatteq
pieces, because they are so timé
consuming, but the family house
on Prince Edward Island is full
of her quilts and her crochet

Elaine uses tatting to make

doilies, shade pulls, and Christ
mas ornaments. She hardens :
the pieces with glue, though he

skills on to one of her daug
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FRANK 1 GH
REENE:,-‘,]F]alSh is a member

Fran naki Indian group

of the originally settled in

‘; e river area. l~ll:s
the > ved to Lowe
randpaﬁ;]t;;:oof the century
inthe eﬂi n the mills. Frank and
:te Beverly, aré active par-
. oants in the Greater Irowell
"c'.pa Cultural Association, pro-
]nd;?rlllg the traditions of the
» tern Woodlands Indians.
EasFrank has been exposed to
American Indian music since he
was a young boy and he and
Bruce Frederick, another mem-
ber of the Association, started
making flutes a few years ago.
The original American Indian
flute in the area had six holes
but a seventh hole was added in
the 1800s as a result of contact
with the white settlers. Frank
also makes drums; he learned to
make water drums from musi-
cian and instrument maker Ed
Guillemette. Originally these
drums were made from spruce
though today pine is used. Ed
Guillemette learned music and
musical instrument making from
his father who was a spiritual
healer.

Beverly Greenhalgh'’s ances-
tors came from Delaware, but
she was born and raised in Low-
ell.. Massachusetts. She ac-
Quired her first rattle on her
naming day and later learned to
?cl:ke them from Bruce Freder-
tioﬁa‘?]?ﬂ:]and]es were tradi-
hair and uglrated with moose-
cently, bgad s Slmpceipe-
sound of fhe ore used. The
the of the rattle comes from
insiccizrt?, Seeds or pebbles put
handle 1 .- 2tle before the

e:el:l Soaehey;

i Y and Frank will be

of
]istl:?goby other traditional art-
m the Greater Lowell In-

d
lan Cultura] Association.
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HOPE IVERS

ope lvers was born in East
Providence around the turn of
the century. Her grandparents
left Canada to honeymoon in
Providence, Rhode Island and
settled in that city. Hope's fa-
ther was a naval architect.

A homemaker, Hope learned
rug hooking in the early fifties
from a neighbor, Ms. Burton.
She apprenticed herself for
about five years and then
started teaching her own work-
shops, particularly to senior citi-
zens. Hope now lives in River-
side, Rhode Island, two blocks
from where she was born, with
her husband, a carpenter.
Design implementation and
shading are important to her
work, so Hope has learned to
dye her own materials to obtain
the gradual shading that is char-
acteristic of her floral patterns.
She uses commercial dyes,
which are resistant to fading,
and she obtains most of her
woolen material by looking for
old discarded clothing. Hope
creates many original designs,
some of which she has contrib-
uted to a manufacturer of rug
patterns.

Hope says, “One thing about
hooked rugs is that you can use
any design, but to have some-
thing on it that means some-
thing is different!”

ALICE ODIAN KASPARIAN
Allice Odian Kasparian was born
in Angora (now Ankara, Turkey)
in 1904. Her father operated a
business exporting handwoven
Armenian wool products includ-
ing rugs and carpets. Her
mother was expert in the Arme-
nian techniques of lacemaking
and other needlearts. Alice had
learned how to use needles from
her mother by the time she
could read or write, since hand-
work was considered essential

knowledge for any cultured Ar-

Hope lvers
photo by W Lambrecht

Frank
Greenhalgh
photo by W.
Lambrecht

Beverly
Greenhalgh
photo by W.
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an woman.
melnni 1915, during the deporta-
tion and massacre of Armenians
living in Turkey, Alice’s famlly
hid in the basement of their
home to escape discovery and
certain death. During these
frightening months, Alice mas-
tered the art of lacemaking at
the insistence of her mother
who wanted her and her sister
to keep their minds and spirits
busy with lacemaking and em-
broidery. In 1919, Alice’s family
moved to Boston and Alice re-
sumed her formal education.
She acquired a degree in phar-
macology and worked as a phar-
macist for more than 30 years in
hospitals in and around Wash-
ington, D.C. She now lives in
Belmont, Massachusetts.

Alice never lost interest in
the traditional needlework of
her homeland and it is only re-
cently that problems with her
eyesight have slowed her down.
Her works have been exhibited
many times in the past 60 years
and she has written a number of
books and articles on Armenian
traditional handwork.

Alice has shared her exten-
sive knowledge of Armenian
lacemaking with many people.
One of her pupils, Susan Lind-
Sinanian, is also appearing at
the festival performing Armenian
dance with the Hye Echoes.

YONG GE KUE

ong Ge Kue, now of Provi-
fjence. Rhode Island, was born
in 1936 into a Blye Hmong tribal
family in the Laotian hill prov-
Ince of Sieng Khouang, in the
town_ of Nang Hat. Raised in a
farming Community, he learned
to make baskets from the older

mong in his Blye Hmong vil-
lage. Baskets were used for car-
;'iynlr:jg Produce back from the
tt? fs, carrying wood home from

e onfest, winnowing rice
steammg rice, storage, an& pen-

ning in the chickeng

basket, a man woul(i g?gmakei

bamboo 8roves in the m;’ ﬂ)e

bring the bambyg, back h;::ng' “
e,

and split it intg Strips wity a

four hoyye.
prepared strips woy|q t:l?l'ltl:l:

woven, and the rip, T
touches done, Wea:;:,ig:'sh'"g‘
adult-size backpack basket |
would take about five to six
hours, and every family rejigq
on at least one man in the fam,
being able to make baskets, !

Yong Ge Kue married 5 Blue
Hmong woman when he was six.
teen. When he was aboyt eight-
een he became a soldier, first in
the French army, then in the
Laotian government army, and
finally with the U.S.A-sponsored
units of the Vietnam war. After
he joined the army, Yong Ge
Kue only made baskets during
his visits home—the family
needed them to pursue their
daily household and farming ac-
tivities.

Yong Ge Kue moved with his
family to the United States in
1979. Many of the chores for
which baskets were made are
not part of the daily life of a
Hmong family in Providence.
However, Yong Ge Kue occa-
sionally still makes baskets, ust-
ally for demonstration.

LEI MAKING: MEMBERS
OF THE HALAU HULA
MILILANI e in
The use of lei has flourishe
the lives of generations of H&
waiians since the settlement® h
the islands from AD 500 ""°i5.
1400, Researchers have dis¢
ered that lei for the neck Of of
head in the form of Wr?amfmy
garlands have existed It 7'
societies throughout hlsw(s
Sometimes these ornamezora.
were made of temporar

|

[

y
terials
sometimes permanentsm:n
such as shells, feathers:

seeds. The lei

'S.hetl(laz‘:al part of the Ha-
o I‘rflestyle and its functions
walian | The lei was an orna-
i maf?s"tive or religious cele-
menfoi::s for the mea hula (hula
z::(:ers)las well as the islanders
2 i:vi.};:ale(.ing methods are typi-

Jly Hawaiian and date back to
cé:e—European times. Tt}ey
include: hili or hilo - a stmple
three-strand plait of a single
material; haku - a thref:-strand
plait with other materials B
mounted onto the plait; wflt -a
two-strand wrapping or winding
technique in which materials are
secured to a base with a binding
thread and other various knot-
ting, piercing and sewing tech-
niques. Some lei-makers have
mastered all of the lei-making
methods; while others are
highly proficient in one or two
techniques. Some areas them-
selves are noted for the use of
particular techniques. On the
island of Hawaii, Waimea lei-
makers, especially the older
ones, are known for their use of
the haku technique. Today,
Oahu lei-makers are noted for
the wili technique.

Information from the writings
<_>f Marie A. McDonald in Na Pan-
i0lo 0 Hawai’q,

SHOUA LUE Lo
Shoua Lue Lo was born in China
N 1935, Whep he was ten years
old, he learneq to make baskets
lay Watching older men in the vil-
. f:l.bBaskets were made from
standco that grew in great
o als near the villages. Cane
i rso used, but since it was a
s Material to find, bamboo
movpreferred. Shoua Lue Lo
ho :r(ito Laos to be trained in
sett]edlllch army; he eventually
e " a White Hmong village
ng Khouang Province, hav-

ing mg,
g 'ried a White Hmong

tough

N from that area, He con-

tinued making baskets since
they are part of the everyday
functioning of a household (in
every Hmong family there is at
least one man who knows how
to make baskets). In 1979,
Shoua Lue Lo came to the
United States with his wife, son,
and grandchildren, and settled
in Providence, Rhode Island,
where he now lives. Shoua Lue
Lo, who is a Blue Hmong, still
has brothers and sisters in
China and hopes that he will be
able to see them again someday.

Since the original materials
are not readily available, Shoua
Lue Lo uses commercially pre-
pared reed. He still uses bam-
boo growing in Rhode Island for
the rims of his baskets. An
adult-size backpack, which the
Hmong used to carry home pro-
duce and wood from the fields
and jungle, takes him one day to
make.

LOWELL TEXTILE MILL
WORKERS

In 1985, dozens of former mill
workers in the Lowell area were
asked to help preserve the
wealth of experience and knowl-
edge of nearly 50 years of mill-
work by the University of Lowell
and the National Park Service.
The span of time covered by
their experiences ranges from
the late 1920s to the late 1960s,
and many occupations in most
of Lowell’s textile mills are rep-
resented by this group.

Among those interviewed
were Albert Cote, Camille Eno,
Arthur Morrissette, Sidney
Muskovitz, and Henry Paradis.

Albert Cote worked in the
Merrimack and Boott Mills in
the 1940s as a loom fixer. He
then worked in the Uxbridge
Mill in Lowell as a weaver. In
later years he worked in a hard-
ware store and for Honeywell
Corporation. During his years in

the mills, Albert had occasion to

Shoua Lue Lo
photo by W. Lambrecht
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Paul-Emile and Dominigue Lavalée
grundfather Wilrid Richard
photo by Danielle Binel

Enk A R.
Ronnberg, Jr
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Lambrecht
Tim Sao
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Richard and their

sculpt from single pieces of
wood. The vivid result is a wide
variety of polychrome fish, do-
mestic and wild animals of their
native Quebec and more exotic
animals of the jungle, such as
lions and zebras.

ERIK RONNBERG, JR.

Exrik Ronnberg, Jr. was born in
Boothbay Harbor, Maine, in
1944. His father was Swedish,
and his maternal grandparents
Danish. After serving in the
Swedish merchant marines,
Erik’s father immigrated to the
United States, where he started
building model boats as a
hobby. He lived in Baltimore
and Maine before settling in
Rockport, Massachusetts, where
he ran a rigging business in
nearby Gloucester. He devoted
his evenings to model making,
working on the dining room
table after dinner while Erik, Jr.
looked on. Erik's maternal
grandfather, who lived with the
Ronnbergs, taught Erik wood-
working skills that he had ac-
quired from local woodcarvers.

When Erik was in his teens,
he became seriously interested
in sailing ships and ship model
building. His father drilled him
intensively in nautical terminol-
ogy and ship construction and
rigging, and showed him the ba-
sic methods of model making in
wood. Erik also started visiting
museums to look for plans and
information on historic ships,
while also studying other ship
models for workmanship and ac-
curacy of detail.

While in college, Erik worked
for 1-1/2 years in an industrial
model making shop where he
!earned more about woodwork-
Ing methods and was introduced
to metalworking techniques un-
der the guidance of master
craftsmen.

After graduating with a de-
gree in biology, Erik enrolled in

an apprenticesp; It
museology ang wor| b In
2,?}’ Bedford Whalin
our years, Pursuyip, N
sive rlesearch in histor? Frug
bu.ildmg and building (;fc ship
s.hlps for the Museunyg o
tion. In 1973, he return, ols
Roclfport, where ship nf o
n.1ak|ng and consulting ir?del
time history haye been h'mari.
occupation, iy

TIM SAO

Kite maker Tim Sag
'(iamfb()dil? around |
ily of eight brothers :

He lived as a farmer ?r? ?hilsters'
northern part of the count

til 1979, when he fled his “;ynt
land with other people escaping
the Pol Pot regime. Tim Sag .
rived in the United States in
1?184, and is now retired in Lo
ell.

Tim Sao learned to make
kites from his father when he
was about ten years old. In
Cambodia, kites are traditionally
made during the ka kadack (win-
ter) from December through
January, after all the agricultural
work is done. There are two
kinds of klang aik (kites): the
kbal domrai (elephant head);
and the sluck smang (leaves of
the Knang tree), whichisa
smaller kite of similar shape.
Good kites take about one day
to make; boys and men make
the kites, and both boys and
girls fly them. Girls stop playing
with kites when they become
teenagers, while boys coptmue
to make and fly kites until they
are old men. -

These kites are singing kites:
the sounds are generated bya
reed that is cut, and ther thesin-
pieces are connected wlt: 3
The kites are judged by "¢

hich the ik
range of tones w) lc i duce.

was horp in
909, in afam.

each family’s kite is
e. Ifakite falls on a
at is considered bad

Kk an the houseé has to be
uck,
Llessed by a monk.

[ZABETH SARRACING
Elizabeth sarracino did not fully
Jize the richness of her own
e?}ish heritage until she saw an

::)zicl e on pisanki, the art of
decorating Easter eggs, prac-
ticed in eastern E’uroPe~ She
Knew her mother’s aunt had
made pisanki, but her own far:n-
ily had abandoned many tradi-
tional customs when they
moved to the United States..
Elizabeth's father was born in
Poland in 1903, and her mother
was born in 1910 into a Polish
family in Methuen, Massachu-
setts.

Elizabeth’s parents come
from a farming background, but
they moved to Lawrence, Massa-
chusetts, and worked in the
mills. Traditional customs were
observed on holidays. At the
family Christmas dinner, straw
was placed under the tablecloth
and the host was blessed by a
priest. At Easter an egg would
be passed around for everyone
to make wishes.

Elizabeth sought out some-
one who would be able to show
her how to make the decorated
eggs. After learning the basic
slgllls from a Ukrainian woman,
Elizabeth started researching
lnill:kciustoms‘ surrounding the
tems"fg of pisanki and the pat-
o Sor:md in each region of Po-
i) l e ha§ demon.strated the
PolishpNsTkl many tlmgs at the

e Ma ional Church in An-
ey li‘;esélsssach.usetts, where
Deaple a; tl;e finds that older
dren ty at‘i ringing grandchil-
Horis, end these demonstra-

In recounting the origins of

the singing part) €al i !
lgeople grefer to flykites?* the:r(t:}florm' Elizabeth tells that
night, because the wind is ™ rist was on the cross,
A

Mary brought €8gs to soften his
enemies; Christ’s tears dropped
onto the eggs and colored them
These days, the beautify )
pisanki of Elizabeth Sarracino
bring only smiles.

ELLA THOMAS SEKATAU
Ella Thomas Sekatau was born
in Westerly, Rhode Island, in
1928. As a member of a Narra-
gansett Indian family concerned
with tribal policy, Ella was pres-
ent when the Narragansett
Constitution and By-Laws were
being formulated in the 1930s.
Ella was instructed in the cus-
toms and lore of the Narra-
gansetts by her grandparents,
who shared with her their
knowledge of the use of native
plants for medicine and food,
and the making of baskets, twine
and mats. From 1973 until 1977,
Ella was the director of the Na-
tive American Studies Program
at Plymouth Plantation in Ply-
mouth, Massachusetts. She has
also held the posts of tribal sec-
retary and tribal genealogist for
the Narragansetts. Her home is
now in Kenyon, Rhode Island.
Ella is an active bearer of Nar-
ragansett traditions. She has
passed on to her children the
skills acquired as a young per-
son: how to make regalia and
baskets, traditional fingerweav-
ing, and how to use the plants in
the area the Narragansetts now
occupy in the southern tier of
Rhode Island. Ella is an accom-
plished basketmaker and has
woven the capes that Narra-
gansetts have used in the past
to protect themselves from the
elements, as well as collapsible

baskets and many other contain-

ers traditionally used by Narra-
gansett households.

CHAN SYNA SOCH

Chan Syna Soch was born in
1946 in Phnom Penh, Cambodia.
When he was sixteen years old,
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he learned to play music from
his maternal uncle who was a
musician and maker of violins,
xylophones and drums. Chan
Syna Soch went to a fine arts
school in Phnom Pen and
learned to work with wood and
metals, but financial difficulties
forced him to leave school. He

became a mechanic in a railroad

shop where he worked until
1975.

When the Pol Pot regime took

over Cambodia, he and his wife
and three children were relo-
cated to a rural area as were
many of the inhabitants of
Phnom Penh. He became a
blacksmith while his family
worked in the rice fields. In
1977, he escaped with about
forty other people, leaving his
wife and children behind. He
has never heard from them. He

camp where he played music
and made instruments. Chan
Syna Soch came to the U.S. in
1983. He lives in Cranston,
Rhode Island now and works in
a shop which restores and re-
produces antique furniture,
Until he came to the U.S.,
Chan Syna Soch made all of his
musical instruments with hand
tools; he now uses more modern
tools. He supplies many of the
local Cambodian musicians with
instruments, though it was hard
for him to find suitable substi-
tutes for the woods he was ac-
customed to using in his native
country.,
Chan Syna Soch will be as-

sisted at the festival b:
Chouk. Y Sovan

JONAS STUNDZzA
Jonas Stundza lives in Law-
rence, Massachusetts, where he
Was born in 1954, His parents
;f;or'll(ed in the textile mills. His
thr:ilr 3}11 kept in close contact with
oo r:)mel.al:ld of Lithuania, and
as visited the country on

was finally relocated in a refugee

a number
householq ‘fv‘;:zasmns. The
with Many thhuavery a(‘llve
often droppm ) Nian Vlslto .
with tr o 10 segyy 8
anslationg 5, ' hej,
tion Tequiremen
weaving wh en"l;z ’f’I“erested in
Lithuanian Sasheg | - Saw the
bers of his commuxhlch Mep,
mark of nationa]isml Y Wore
tity. He apprentjceq .- \den-
number of weayeyg ; it
Mrs. Stapulonis, wh
the same region as
(Rytu Puntinkas), a
navicius, who also i
knowledge about hE:I‘J,: :::
taught him Lithuanian tradi
tional songs and tales, i
) Jonas made hjs Own loom, 55
IS customary in the ryrg) are;s
of Lithuania. Both men and
women weave, though it is more
common for women to weaye
for the household and for men
to become involved in more ip.
dustrialized weaving. A multi
talented craftsperson, Jonas
also has learned to carve the
traditional way and does Easter
egg dyeing using traditional
dyes and patterns.

CHANG XIONG

Chang Xiong of Providence,
Rhode Island, was born in Long
Tien (Xieng Khouang Province),
Laos, in 1951. When the Corp-
munist forces invaded Laos in
1975, she fled to Vientiane with
her husband, three children,
and a few other relatives. The
family managed to Cross the ;
Mekong river into Thailand an é
like many other Hmong, were T
located in a refugee camp: ok
Chang had learned to €™ L
der from her mother when §!
was about twelve. All Hmom‘iﬂ o
women learn embroidery.az :
as applique, reverse appllqt "
cross-stitching, and patik, @

e |

his family
nd Mrs, pp,,

_and Hmong

of her work chieve outstand-

ity” trytod . Tras
men in textile art.

wor' dards 11 h

ing e textile pieces (paj i

giiond! ere made bY women for

ataub) aded family-

thelr ex‘eis one of the few

e this area who has

women mthe making of “story

taken ) narrative embroider-

cloths: o ting the lore of the
jncorporati®s - o

fes community which we

o Ce in the refugee camps.

deve‘op'eces include the visual

These P tion—often accompa-
resentat!

o b English text—of recent

me‘l ng history, legends, villfage

:?fl: and traditional celebrations.

In {he camps the Hmong co_uld

no longer pursué theu.' tradi-

tional occupation as tillers of

the land and therefore both men

and women used their time to

produce textile art and o.th.er

crafts as a way of maintaining

their cherished traditions as

well as recording for posterity

the tragedy of their forced mi-

gration. .

And these traditions do in-

deed endure: Chang’s daughter

is now learning to design the

pieces as well as to embroider.

The above information on crafts
demonstrators was taken from

the writings of Winnie Lambrecht
and Carolyn Shapiro.

i jtion
early age. Awomans pr:):l(;fal-
as a wife is gauged 08 t

FESTIVAL

FOODWAYS

Cooking is often the last family
tradition to be lost after immi.
gration modifies and transforms
the lives of new Americans, The
diversity of ethnic food in Low-

ell is an especially rich example

of this pattern; the Festival jg
happy to be able to include
twenty different food booths or-
ganized by the members of the
Greater Lowell Regatta Festival
Committee. A special addition

to the Festival this year is a
foodways demonstration area
organized by the International
Institute of Lowell. Lydia Mattei,
Executive Director of the Inter-
national Institute, and her Board
of Directors have brought to-
gether cooks from eight differ-
ent cultural groups to prepare
special dishes passed down
through generations. The audi-
ence will get a chance to ask
questions and learn some of the
secrets of these time-tested fam-
ily recipes. Come join us and
meet the cooks of Lowell in
front of City Hall.
The cooks at this festival in-
clude: Mario Aste, (Italian);
Khongimixay Khoxayo, (Lao-
tian); Luisa Espinola (Portu-
guese); Angie Pappas (Greek);
Stephanie Wisniewski (Polish);
Lillian Dubois (French Cana-
dian) and representatives from
the Cambodian and Spanish
communities.

A

Chang Xiong
photo by W. Lambrecht
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Meyerat a National held in
DC Mrs Myer was
frs. Roosevell was

Eleanor Roosevelt and Agnes
Constitution Hall, Washington.
Chairman of the festival and M

Honorary Chatrman. )
plhulu by Hany Goodwin for The Washington Post

Lydia Mendoza performed at the 37th Nation i
vd n al, held in
1975 at Wnlf Tm'p Farm Park, Vienna, Virginia. In 1982,
she received a National Heritage award from the '

National Endowment for the Arts.
photo courtesy of Lydia Mendoza's collection
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vNational Folk Festival
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SCHEDULE:

FRID
JULY 29, 1988

Jeannine Tary
Ned Tarmoy " Charlle Crinnell 5:30 PM CAJUN DANCE PARTY
Dave Trubey Mike DeMoulas Judy Moliig with Wayne Toups and Zyde-
Reti Marie W. Mike Demar Ruth Page® h ¥
Retred befor the-mast sator 1 ., asylak John Digactan Diane por i cajun at Market Street Park
arion, Virginia, in - M. "Sailor Dad” Hunt of Dick ° J Dpas place
le; ginia, in a World War Ul sailor’s uni 4 ck Donahue an Ross el porte!
SIie;df-’y singer of sea shanties, Sailo':o[;:d"m’o""' A REGATTA ETHNIC George Duncan David Sheahap (s P, prokop!¥ 7:00 PM PARADE led by the
ational in 1938 and at the 20th 1 190y "% @ the COMMITTEE éVlary Ellen Fitzpatrick .lr‘.a"YMshelvey aaz;",,,.,scltg‘;“ Panorama Steel Band from the
. Afro A usan Flah ew-Mac fré 0] . N X
Gln:;,eglcc::: Mal Fryer erty Civil ASQ;;?;,,,_ ph_rln R;chr;mydson intersections of Shattuck and m&"’l’eb%’; ;ouer from the 23rd National Folk Festival,
Armenian Rellef Soclety- .ll:.:l‘: | Guzzi Harold Waterhoys, D“lymlfhie Market Streets to the South
'—tw\v,?(l:l Lousintak John E:;’a‘;‘““’“ 50TH wz"{‘“ffe Common evening concert.
et Dagdagian NA n RO
Cambodian Mutual ﬁha""’“e LaPierre FOLK pgg 1ONAL ﬁi, nussec';‘(s
Assistance Assoclation Doerll L[izb“’B STAFF TIVAL H,,maf"‘ 2: ks *7:30 PM EVENING CONCERT
e Vera Godley Richar dwl\rney “"wa;acks AT SOUTH COMMON
Mt:;c:e Ste. Marie Brian Martaixlmn gPARTlAL) Judl):“e seeman
sionary Work arry Ber, Chi berg
Sr. Antonia Ally g:'t];y c|\|4)°“8au Dillon Buf.?,f Anné 5;3“,':,,0 Los Pregoneros del Puerto
Ge'l'nm;ljgmltural Club Jim Milinagzn Mary Brzozowska S shankar American Indian Dance Theatre
1 o . . .
Greater LOHJNZISIO_:Lmsh .IR(‘)e Mullins Chirless (;ezxglz:“’ska Carolyn g:zﬂswonh Maine Fiddlers Convention with
Co:;::munny s ye“r';l;hy Cecily Cook g:m";’,%m " Monique Leger i
Greerl:-aitg:;rlmguer Ed Pignone Blﬂ“g:w?gl:;es . garet Mary Sidlic Panopoulos Brothers Orchestra TENNESSEAN
- ¢ n
George Geatk Orthodox Trish O'Donnell Carolyn Duffy Amy ;‘ﬂ“',';a" The Texas Cowboys
Church Yiretuia ‘E’lourde gal Edmiston R Stone Halau Hula O Mililani =
T R iy mntimon |||y o
aitian Ameri nshayan i . .
Marie Rimpel Eric Thomson Leslie Faye Judy TS * Sign language interpretation May 6,7,8.2. 10
Indonesi Gmpel Patricia VanLeuvan Robert Garfinkle Laura Travis
a-hroup Gerry Wallace Angus Gillespi Mary Tuck
Alex Celossie Ken Wallac Ro resple Doug Tursman
Iskwelahang-Pilipino Fred Wan. € M W§na Gillespie Dick Van Kleeck
?ristina Castro & R:& (a]llena Gllinsky Stephen Wade
Italian Cultural Club Andr. aGssler_ Andy Wallace
_ Maria Alloca PUBLIC SECTOR s oineer Bill Wilson
Lithuanian Group SPONSORS Mark Greenb‘:{n Melinda Wilson
Ramona Kosciolek Peter Aucella Sheila Hogg ¢ AH. Walle
Laotian American Lorraine Burgoyne Nelson Hermilla Marcella Walle
Organization of Greater Dillon Bustin Dexter Hodges Anthony Ziselberger
Lowell, Inc. Bob Edie George Holt
Khoxayo Ly Ann Hawley John Holum We are deeply grateful to
Lowell Polish Cultural Bess Lomax Hawes Claire Innes all these dedicated |
Committee Dr. William Hogan Kathy James volunteers and Festival
Pauline Golec John Hurtado Sue Keil participants, and to all
Jane Markiewicz John Manolakis Stephanie Klein ihose whose names were
Middle East Ruth Meehan Bruce Kaplan ":"’;’ed too late for our
Lisa Ansara Jessie Payne Andy Kaye printing deadline.
Judy Foley Pete Psareas Bill Kornrich SOUND )
Portuguese American Ala Reid Sabino Kornrich L P
Ad\l;isorg Council Richard Scott Qm)t') Korls‘;vedt IP(EINFORCEMENT Y 4 » i L %
ay Espinola Peter Stamas arbara Lau ete Reiniger 1 o Newland, M in the
The Latin American Sgt. William Stowell Arlene Liebenau Tim Kidwell The Carolina Cloggers from pl::éu (’?Nd'iﬁgal:; ::I&;n ¢
Association of Lowell Frank Trombley Jean Lindquist Richard Derbyshir vanguard of the choreograpied og8 9505
Mario Espinosa Claire MacBride Mike Rivers e appeared on several Nationals in the 1 3
Unitas, Inc. Heather MacBride Mary Cliff
Dalia Calvo OTHER HELPERS Larry MacBride Tom Linthicum
Vietnamese Catholic Diane Bianco Sebastian MacBride Cell Muller
Group Paul Bourassa Luis Macia Jsuhn Stewart
Terry Bourassa Sarah Magruder usan “Pyurly”
Feter yan Ngiyen Gayle Camara Alice Cecilia Margerum Capron urly” Gates
Jim Chandl Wayne Martin Sound
m Chandler a
CORPORATE Jim Clements Marcla McDevitt The so
Nagioounds of the 50th
SPONSORS Denise Comito Al McKenney ational Folk Festival
Dick Alden Nancy Donahue Bill McNell being Yecorded by V?IKme
Dick Barney Greater Lowell Council, Van Mertz M Kent, Ohio loybe SU-
George Behrakis Boy Scouts of Linda Morley oadeast nationall o
Elizabeth Beland America Loulse Neu deHean Public Radio
Jay Orr ting Th; o
Ed Berry Jim Higgins we anksgiving
John Bradbury Lowell Chapter - Barry Pearson ekeng,
American Red Cross Gerald Parsons
Kay Bradley Jane McCord Peggy Parsons
Karen Carpenter aneM lligi Len Pettitt |
Kevin Coughlin Joe Molligi |




rformer [ )l'uw'llll
Snuffy" Jenkins and fiddler Homer '_'_I"’apm_' \I’l;"r’; IH al
South Carolina performers at Ih(: l.‘_h.. National,

~Wull Trap Farm Park, Vienna, Virginia

photo by Gil Golin

ator and minstrel-style pe

Banjo innot

Tewa Indian drummer at the National.

SCHEDULE:
SATURDAY,
JULY 30, 1988

JFK PLAZA

I
12:00
Armenian Music and Dance

Hye Echoes with Susan and Gary
Lind-Sinanian

12:4
American Indian Music and

Dance
American Indian Dance Theatre

—— e e
1:30

Bluegrass Music

Nashville Bluegrass Band

2:15
Afro-Brazilian Dance and
Drumming Roots of Brasil

2:45

African Up-Up-Up Music
Ko Nimo and his Adadam
Agofomma

LUCY LARCOM ppRk

1200
Mexican Jaroche Music
Los Pregonerog del Puert,

12:30

Irish Harmonicq
Willum Garve
O’Connell
1:00
Vietnamese Tragq;
Nguyen Dinh Ng

Tunes qpg
y and RobbieBallads

tional Music
hia Family

1:45
Greek Music from Chicago
Panopoulos Brothers Orchestry

2:30

Fiddle Styles Workshop

Ben Guillemette - French-Cana-
dian, Seamus Connolly - Irish,
Joe Thompson - Old-Time, and
Terry Huval - Cajun

3:15

Anglo-American Stringband Music
Clyde Davenport, Willard Ander-
son and Bobby Fulcher

GTREET PARK

ian ula
4 Hula 0 Mililani

Hala

MARKET MILLS COURTYARD

zo0

Afro-American Stringband Music,
Buckdancing and Blues from
North Carolina Joe and Odell
Thompson, John Dee and Janice
Holeman

12:45ch(,'anadian and New Eng-
Fre:jl Fiddle Tunes and Step-
o Maine Fiddlers Conven-

ﬁﬂcﬁh Monique Leger

//-
30 .

},‘ospel Brass Band Music

Kings of Harmony

[
215

Western Swing
Texas Cowboys

3:00

American Indian Music and
Dance

American Indian Dance Theatre

345
Hawaiian Hula
Halau Hula O Mililani

4:30
Louisiana Cajun Music
Wayne Toups and Zydecajun

3:45
Mexican Jarocho Music
Los Pregoneros del Puerto

4:15

French-Canadian Fiddle Music and
Dance

Maine Fiddlers Convention with
Monique Leger

S —
5:00

Music and Dance from the AZ0reS
Lowell Portuguese Ensemble

3:45

Cambodian Music and Dance
Lowell Angkor Dance Troupe
and Traditional Music Ensemble

12:45

Puerto Rican Jibaro Songs

Son de Borinquen

1:15

New England “Downeast” Story-
telling Captain Kendall Morse

1:45

The National Folk Festival: A 50-
Year Retrospective

Joe Wilson, Andy Wallace, Jack
and Bill Pickering and others

2:45

Traditional Flutes Seamus Egan -
Irish, Nguyen Dinh Nghia - Viet-
namese and Chan Syna Soch -
Cambodian

3:15

Irish Harmonica Tunes and Bal-
lads

Willum Garvey and Robbie
O’Connell

4:00
New England “Downeast” Story-
telling Captain Kendall Morse

4:30
Irish Music and Stepdancing
Cuchullan with Deirdre Goulding

5:30 PM WE
STERN SWING
D;\NCE PARTY with the Texas
Whoys at Market Street Park

W

4:30

North Carolina House Party
Joe and Odell Thompson, John
Dee and Janice Holeman

TURDAY EVENTS
TINUE ON NEXT PAGE,

Program book cover fro,
m ||
Syracuse, NY, 1967 he 30th

National Folk Festival,

The 30th Annual

National Folk Festival

\L‘ 'y
iy
(

h U . .
Legendary santos carver George Lopez of New Mexico in
the craft area at the 34th National at Wolf Trap Farm

Park, Vienna, Virginia 1974.



whoto of Atz SCY Jancers
! i Indian Pascola d
Fieldwork phot of Arizona Yaqut P 3
,’, I, wor .’ ,;\’ :'n nrtesy of folklorist Jint {'f"_’:’h (I:nllf h

. U.I cors 'rs llnll.\llm,‘l)ll‘
brought 16 Yaqut dancers, singers and o

their music and da

1978 National and

Kubata, now known as Cubanakdan, performed Afro-
Cuban music and dance at the 1981 National held at Wolf
Trap Farm Park, Vienna, Virginia

SCHEDULE:
SUNDAY,

JuLy 31,1988

JFK PLAZA

1200 ] ,
ish Music and Stepdancing
Ig:c’hullan with Deirdre Goulding

[
12:45

Greek Music from Chicago
panopoulos Brothers Orchestra

I
1:30
French-Canadian /New England

Fiddle Tunes and Stepdancing
Maine Fiddlers Convention with
Monique Leger
-
2:15 }

Louisiana Cajun Music

Wayne Toups and Zydecajun

3:00
Greek Music from Lowell
Ta Pethia

3:30

Afro-Brazilian Dance and
Drumming

Roots of Brasil

4:00

Western Swing

Texas Cowboys

4:45
Louisiana Cajun Music
Wayne Toups and Zydecajun

5:30

African Up-Up-Up Music
Ko Nimo and his Adadam
Agofomma

LUCY LARCOM PARK
12:00 o

Celebrating Carniy,
Mardi Gras, 'I‘rlnld(;ldll;;?,ués'u"a"
Brazilian Carnival, Porty o,
Carnival and Puertq -
bado de Gloria
12:45
Afro-American Stringbang, ),
and Blues Joe and Odel| Ty,
son, John Dee & J. A
1:15

Armenian Music and Dance
Hye Echoes with Susan and G
Lind-Sinanian o
1:45

Mexican Jarocho Music

Los Pregoneros del Puerto

Rican s,

Nce
: m
anice Holemgy,

2:30

Gospel Music Workshop

Kings of Harmony, Nashville Blue-
grass Band, John Cephas and Phil
Wiggins

315

Irish Music and Stepdancing
Cuchullan with Deirdre Goulding

3:45

Rhythms of Dance

Deirdre Goulding, Monique Leger
and John Dee Holeman

4:15

American Indian Music and Dance
American Indian Dance Theatre

O
5:00

Piedmont Blues o
John Cephas and Phil Wiggins

MARKET STREET PARK
.
12:00 s Band Music

Gospel Bras
KI(:IES of Harmony

MARKET MILLS COURTYARD

12:00

Anglo-American Stringband Music
Clyde Davenport, Willard Ander-
son and Bobby Fulcher

12:30

Irish Harmonica Tunes and

Texas Cowboys

2:15

American Indian Music and
Dance

American Indian Dance Theatre

3:00

Armenian Music and Dance
Hye Echoes with Susan and
Gary Lind-Sinanian

@#% | Ballads Robbie O'Connell and
Gr.eek Music from Lowell VYillum Garvey
Ta Pethia 1:00
New England “Downeast” Story-
telling
Captain Kendall Morse
30 1:30
Western Swing Puerto Rican Jibaro Music

Son de Borinquen

2:00

Banjo Styles Workshop Alan
O’Bryant - Bluegrass, Clyde Dav-
enport - Appalachian Old-Time,
Odell Thompson - Piedmont Old-
Time and Seamus Egan - Irish
2:45

Irish Ballads and Harmonica
Tunes

Willum Garvey and Robbie
O’Connell

Halau Hula O Mililani

4:45
Bluegrass Music
Nashville Bluegrass Band

5:30

N?IW ENGLAND DANCE PARTY
leth the Maine Fiddlers Conven-
tion and Toots Bouthot calling

and teaching a “Paul Jones”
dance set.

3:30 3:30
FPuerto Rican Jibaro Songs New England “Downeast” Story-
Son de Borinquen telling
Captain Kendall Morse
4:00 4:00
Hawaiian Hula Mexican Jarocho Music
Los Pregoneros del Puerto

4:30

Stringband Music and Dance from
the North Carolina Piedmont and
the Kentucky/Tennesse Plateau
Joe and Odell Thompson, John
Dee Holeman,Clyde Davenport,
Willard Anderson, Bobby Ful-
cher

DAY EVENTS

CONTINUE ON NEXT PAGE.

Program book cover from the i
Festival, Vienng. v, 1oy he 42nd National Folk

A42nd National Folk Festival
Wioll Trap Farm Park
July 11-13, 1980

59

Dee and Delta Hicks, Tinchtown community, Fentress
County, Tennessee. Though illiterate Dee kept about 400
songs and ballads in his memory, some of the latter with
as many as seventy verses. This fieldwork photo was
taken by Bobby Fulcher who recorded most of those
songs. While at the 1978 National their house was
destroyed by fire. Fulcher was largely responsible for the
raising of funds to re-establish them on their farm with
some assistance from the National’s Board members and
staff.
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North Ca/:ulina artist Stanle;
man at the 1978 festival. He demon

Fretless banjos and dulcimers, perforjr’st;eg ¢
ballads, told the Jack tales his family has
generations , and stole th
style of fatfoot.

Pphotos by Kathy James

kept for

*

’y Hicks was a renaissance

e making of
n them, sang

e show with his Jumping jack

SCHEDULE:

SUNDAY,
JuLy 31, 1988

EASTERN CANAL PARK

e e S
12:00 -

Bluegrass Music

Nashville Bluegrass Band

[ —
12:45

Piedmont Blues ‘
John Cephas and Phil Wiggins

-
1:30

Hawaiian Hula

Halau Hula O Mililani

215
Vietnamese Traditional Music
Nguyen Dinh Nghia Family

SHATTUCK STREET
CRAFTS STAGE
Demonstrations by twentvi——
Y twenty.|
tradtional crafts artistg f] e

rom |
to 5 pm along Shattuck Streeg2

1:00

Visit with American Indian musi-
cal instrument maker Frank
Greenhalgh

2:00
Visit with Lithuanian weaver
Jonas Stundza

3:00

Cambodian Music and Dance
Lowell Angkor Dance Troupe
and Traditional Music Ensemble

3:45

African Up-Up-Up Music
Ko Nimo and his Adadam
Agofomma

4:30

Portuguese Music and Dance
Celebration

Grupo Folclorico Lusitanos, Our
Lady of the Angels Band and the
Lowell Portuguese Ensemble

3:00

* Visit with French-Canadian
woodcarving families: Domin-
ique and Paul-Emile Lavalée-
Richard (Quebec Province) and
the William Richard Family
(Maine)

4:00

* Visit with Lowell Textile Mill
Workers Albert Cote, Camille
Eno, Arthur Morrissette, Sidney
Muskovitz and Henry Paradis

* Sign language interpretation

PARADES/FOODWAYS

presentatlons by Ital-
Greek
otian, Portuguese,‘ :
:iml'isl‘lfll Ccambodian, Spam§h and
Fl?encr’l Canadian cooks will take
place at 1:00, 2:00, 3:00 and

.00 at City Hall. .
f'g?gn Janguage interpretation

Fo()d ways

NIC FOOD BOOTHS
IEZ:d will be sold throughout the
festival by over 20 different )
groups from the Regatta Ethnic
Food Committee. Food booths
will be located at JFK Plaza,
Lucy Larcom Park, and on Mar-
ket Street, between 11:00 AM
and 5:00 PM on Saturday and
Sunday.
2:00
BRAZILIAN PARADE with the
Roots of Brasil. Begins at the
intersection of Shattuck and
Market Streets

3:30
PORTUGUESE PROCESSION with

*| Our Lady of the Angels Brass

Band, Grupo Folclorico Lusi-
tanos and the Lowell Portuguese
Ensemble. Begins at intersec-

tion of Shattuck and Market
Streets.

FESTIVAL RAIN LOCATIONS

Evening Concerts - Memorial
Auditorium

JFK Plaza - Memorial Auditorium

Lucy Larcom Park - Lowell High
School Auditorium

Market Street Park - Smith Baker
Center

Market Mills Courtyard - Visitor
Center Theater

Eastern Canal Park - Liberty
Hall, Memorial Auditorium

Crafts Demonstrations -
Memorial Auditorium

61

Program book cover from the 4. Vati
Ve e 44th National Folk Festival,

The Mclntosh County Shouters from Georgia, lgd by 93
year-old Deacon James Cook, performed the n:mg shout,
‘an African survival, at the 1950 National at Wolf Trap
Farm Park, Vienna, Virginia.

photo by Margo Newmark Rosenbaum
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Three generations of Georgia fiddlers are in 1
ﬁeldwgrek photo taken for the National by Margo N.

Rosenbaum. Father Gordon Tanner (left) is with his son,

Phil, and grandson, Russ. Gordon was !hc son of fiddler
Gid Tanner, leader of the legendary 19205 recording ,
band, the Skillet Lickers. Gordon and Phil were at the
1982 National

In this photo, three generations of Khmer
fora 1)erﬁjrmun(e at the 1981 Nalionalef‘o‘;:r;%esﬁvﬁ’lepme
The National Council for the Traditional Arts assislet-i i
the resettiement and presentation of 35 of these danv:e,1
and musicians who had fled the genocide that deu, 4
their country in the late 19705 e

photo by Robert Trippett

ABOUT

THE NATIONAL COUNCIL,
FOR THE TRADITIONAL AR

The National Council for the
Traditional Arts (NCTA) is a
private, not-for-profit corpora-
tion founded in 1933, dedicated
to the presentation and docu-
mentation of folk and traditional
arts in the United States. The
programs of the Council cele-
brate and honor those arts that
are deeply traditional—music,
crafts, stories, and dance passed
down through time by families,
communities,

The NCTA stresses quality and
authenticity in presenting folk
artists to the public in concerts,
national and international tours,
festivals, radio programs, films
and other venues.

The NCTA is gift-supported
and dependent upon the good-
will and generosity of those who
believe its work is beneficial, It
is supported by individuals, cor-
porations, foundations, and gov-
ernmental agencies that make
grants to arts organizations.
Contributions are tax deductible,

For more information contact:
National Council for the
Traditional Arts

806 15th Street, N.W., #400
Washington, D.C. 20005
202/639-8370

Eﬁf\ﬁgu OF; i 1ORS
Charles Cypp, D, m,.l(:?l.";" l
I:taerr}' Pearson, Vi ;.(,i;'fl,
Stephen Waqe ey
Gerry Parsong '
George Holt

Randal lhara

Suzj Jones

Bruce Kaplan

Scott Lilly
Tim Lloyd
Ellen Lovell
David Marash
Bill McNeil

Art Rosenbaum
Howard Sacks
Carol Silverman
Jeanne Simon
Ricky Skaggs
Nick Spitzer
Nancy Sweezy
Lee Udall

Dick Van Kleeck
Charles Wolfe

N.C.T.A. STAFF
Joseph Wilson,

Executive Director
Richard Kennedy,

Associate Director
Meg Glaser,

Program Director
Pete Reiniger,

Special Projects Coordinator
Holly Gems,

Intern

GRAPHIC DESIGN BY KEVIN OS?[?SRN
RESEARCH & DESIGN ASSOCIA
ARLINGTON, VIRGINIA

photo by Eugene Taylor

29th National Folk Festival
1966
Denver, Colorado

30th National Folk Festival
1967

Syracuse, New York
31st National Folk Festival

1968
Milwaukee, Wisconsin

32nd National Folk Festival
1969

Knoxville, Tennessee

33rd National Folk Festival
1971

Wolf Trap Farm park,
Vienna, Virginia

34th Nationa] Folk F
- estival

Wolf Trap Farm Park,

Vlenm,, Virginia

35th National Folk Festival
1973

Wolf Trap Farm Park,
Vienna, Virginia

36th National Folk Festival
1974

Wolf Trap Farm Park,
Vienna, Virginia

37th National Folk Festival
1975

Wolf Trap Farm Park,
Vienna, Virginia

38th National Folk Festival
1976

Wolf Trap Farm Park,
Vienna, Virginia

39th National Folk Festival
1977

Wolf Trap Farm Park,
Vienna, Virginia

40th National Folk Festival
1978

Wolf Trap Farm Park,
Vienna, Virginia

41st National Folk Festival
1979

Wolf Trap Farm Park,
Vienna, Virginia

42nd National Folk Festival
1980

Wolf Trap Farm Park,
Vienna, Virginia

43rd National Folk Festival
1981

Wolf Trap Farm Park,
Vienna, Virginia

44th National Folk Festival
1982

Wolf Trap Farm Park,
Vienna, Virginia

45th National Folk Festival
1983

Cuyahoga Valley National
Recreation Area, Ohio

46th National Folk Festival
1984

Cuyahoga Valley National
Recreation Area, Ohio

47th National Folk Festival
1985

Cuyahoga Valley National
Recreation Area, Ohio

48th National Folk Festival
1986
New York, New York

49th National Folk Festival
1987
Lowell, Massachusetts

50th National Folk Festival
1988
Lowell, Massachusetts
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