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ne of the Smithsonian’s goals is to preserve American and human cultural
heritage and share it with our fellow citizens of the nation and the ‘
world. This is a big job, and there is simply no way the Smithsonian
can accomplish it alone. We rely on partnerships with numerous
organizations and individuals to help us. This is especially evident in ‘
the annual Smithsonian Folklife Festival, which this year features programs |
on New York City, Bermuda, and the building arts.

The Festival depends on solid research. Several dozen Bermudian scholars, educa-
tors, and artists working with Smithsonian curator Diana Baird N’'Diaye interviewed hun-
dreds of tradition-bearers, documenting everything from gardening to house-building to
music-making. That documentary archive of tapes, photographs, field notes, and videos
now constitutes a snapshot of Bermudian culture and provides the basis for the Festival
program, as well as a resource for the future. A similar effort took place in my home-
town, New York City. Folklorist Nancy Groce directed the curatorial work — selecting the
traditions to feature at the Festival and the people to present them — aided by cultural
organizations in the city, among them the Center for Traditional Music and Dance, City
Lore, and the Museum of American Financial History, a Smithsonian affiliate. Masters of
the Building Arts grew from the vision of the Smithsonian’s Marjorie Hunt, guided by
her own stellar research on the stone carvers of the National Cathedral.

‘THe FESTIVAL’S CuLTuraL P&I’TIIGI' SHIPS |

by Lawrence M. Small, Secretary, Smithsonian Institution

1t is not by research and curation alone that any exhibition or program comes to
fruition — institutional and fiscal support are necessities. In New York, fiscal support I
from the City Council was combined with private giving. Daniel Patrick and Elizabeth }
Moynihan led Festival organizers to a strong group of New York partisans. Howard ﬁ
Milstein took a leadership role. The New York Stock Exchange, Amtrak, Con Edison, the
New York Community Trust, Arthur Pacheco, and others made important donations. In
Bermuda, the Departments of Community and Cultural Affairs, under Minister Terry ‘g
Lister’s leadership, mobilized the island’s resources. The Bank of Bermuda Foundation |
provided fiscal support, and inspired others. To develop the building arts program, we
joined forces with the National Trust for Historic Preservation and the National Building
Museum. We enlisted the support of the International Union of Bricklayers and Allied
Craftworkers, Homestore.com, the Stone Expo’s industry groups, and others with an
interest in highlighting and preserving the skills that beautify our built environment.

Festival production entailed additional partnerships. The National Park Service
helped us prepare the National Mall to receive a subway car loaned by the Metropolitan
Transportation Authority, a fully rigged dinghy loaned by Sandys Dinghy Association,
and scaffolding used by Universal Builders Supply for restoring the Statue of Liberty and
the Washington Monument. Add to this support of more than 600 volunteers, many of
whom have helped the Festival for decades.

Finally, there are the participants, who grace the Mall with their presence to share
their knowledge, skill, artistry, and wisdom. 1t is, we hope, useful to those participants
themselves, who, as a result of their partnership with the Smithsonian and their
connection with the public, return home renewed of purpose to preserve and extend
their traditions to future generations.



he National Park Service, like the Smithsonian Institution, helps preserve
our nation’s heritage. By caring for the nation’s historic sites, its trails,
monuments, and memorials, we help the voices of the past speak to us
today. This is important work if future generations are to benefit from

the lessons learned, the knowledge gained, the skills developed, the artistry
accomplished by our forebears.

The Smithsonian Folklife Festival shares in this work. The Festival celebrates not
only monuments, buildings, museum-quality artifacts, historical facts, and valued
performances, but the people who make them, hold them in esteem, and debate
their meaning. The Festival represents a wonderful range and diversity of voices and
human experiences.

This year’s Festival features programs on the building arts, New York City, and
Bermuda. The Masters of the Building Arts program brings together expert
craftsmen in the building trades who use traditional arts to restore our monuments
and historic sites. Among them you will find many of those artisans who've worked
on the Washington Monument, the Franklin Delano Roosevelt Memorial, Acoma
Pueblo, historic Charleston, and Native Hawaiian sites. 1t is these artisans that help
the National Park Service and its state and local partners to preserve America’s
treasured heritage.

THC FESTIVAL: SPCAKING OF HET'TTAGEC

by Deny Galvin, Acting Director, National Park Service

The New York City program highlights the way in which that city has become the
global village. Broadway, the fashion industry, the Apollo Theater, and Wall Street are
all featured. So too is the vital cultural creativity that has come about as people from
the world over have settled in New York. The Festival provides a contemporary look at
immigration and its importance to our culture. The fact that so many people from
every corner of the earth have come to our shores through New York in order to build
their lives and our nation has inspired generations. The Statue of Liberty and the
Ellis 1sland Immigration Station are part of the National Park System and part of
New York’s story.

Bermuda, though separated from the United States by hundreds of miles of ocean,
has long played a role in our history. Bermuda was settled by colonists on their way
to Jamestown, Virginia, where they rescued starving survivors of that colony. In the
last century, Bermuda, always entrepreneurial and self-reliant, has developed tourism
and financial industries in a symbiotic relationship with the United States. Bermudians
foster strong community connections within their own island society, as well as those
of commerce, culture, and cooperation with the people of nations whose shores touch
the Atlantic Ocean.

The National Park Service has been a proud partner for some three decades in
helping to provide a forum for those voices to be heard and those experiences to be
conveyed. We understand that there is perhaps no more powerful place for the
American people and those who’ve come from other nations to gather and speak to
each other than on the National Mall of the United States. As stewards of America’s
front lawn, we welcome you to the Festival.




by Richard Kurin

hen 1 was growing up

in New York in the 1950s,

there was a popular joke
about a man who was
opening up a Chinese
restaurant — though it could
just as easily have been a
Jewish deli or Italian pizzeria:

This guy wanted to promote his

new restaurant, so he put a sign in
the window — “Best Chinese Food
in New York City.” Another guy a
few stores away got nervous and
the next day put a new sign in
his window — “Best Chinese Food
in the United States.” A third
restaurant owner on the block,
worried about losing customers,
got someone to make him a new
neon sign for his window —

“Best Chinese Food in the Whole
World.” In this battle, a fourth
restaurant put out its sign —
“Best Chinese Food in the
Universe.” The last restaurant was
owned by a guy who thought the
whole thing ridiculous; he really
served the best food and was very
clever, so he put up his sign —
“Best Chinese Food on the Block!”

Of course, he got all the business.




The Globalization

& Localization of Culture

Former Speaker of the U.S. House of Representatives
Tip O’Neill said that “all politics is local.” The joke illus-
trates a parallel point — all culture is local. Though all
sorts of traditions, innovations, discoveries, and events
may originate in distant places, their impact, if they have
any, must be felt “close to home” to make a difference in
people’s everyday lives. Conversely, as in the example,
local culture is often projected into a larger regional,
national, even global context. From foods to sounds,
technology to fashion, language to celebrity, the products
we associate with global culture originate with particular
people in a localized situation.

GLOBALIZING AND LOCALIZING PROCESS

Globalization and localization are dynamic, inter-
related processes of cultural interchange. We sometimes
equate globalization with the spread of Western and par-
ticularly U.S. commercial cultural products around the
world — McDonald’s burgers and fries, Levi’s jeans, reruns
of “1 Love Lucy,” CNN “Headline News,” Hollywood
action films, and Disney characters. The seeming ubiquity
of these products and their attendant economic conse-
quences are sometimes seen as threatening or wiping out
local culture and draining local economies for the benefit
of distant multinational corporations. Folklorist Alan
Lomax saw this trend early on — the ever-extending
spread of a commercial mass culture that would lead to
the increasing homogeneity of culture everywhere.
“Cultural grey-out” was the term he used.

There are other cultural products that also go global

or at least close to it, and yet have little association with
either American origins or Western corporations. Indian
films from Mumbai — “Bollywood” in the vernacular —
move easily across the Subcontinent into East Africa and
the Gulf, and to groceries and eateries in Chicago, pick-
ing up Swabhili, Arabic, and English subtitles, and racking
up more viewers than anything Hollywood puts out.
Chinese food is found across the globe, carried not by
chain stores but by families who've settled in just about
every nation. Sometimes the globalization is aesthetically
driven — while Americans danced the Brazilian Macarena
and hummed the tunes of South Africa’s Ladysmith Black
Mambazo, bluegrass became more popular in Japan than
in the United States. Other times, it may have socio-polit-
ical ends. Amazonian Native people, for example, work
with Ben and Jerry’s and Cultural Survival on creating
tropical nut ice cream to sell to American consumers to
help save rainforest culture. In these cases, a localized
cultural product has been universalized. And it’s not only
commercial products that traverse the planet, but ideas as
well. Americans, French, and Brazilians chant Tibetan
Buddhist mantras. 1deas of democracy and human rights
reach Tienanmen Square, as students sing “We Shall
Overcome.” Indian writers dominate contemporary
English-language literature, and South African heroes
inspire the world.

At the same time culture goes global, it also becomes
localized. McDonald’s, to accommodate Hindu and
Muslim sensibilities in India, serves mutton burgers — no
beef, no pork. Universalized English is transformed into



example, of the spread of Buddhism, Christianity, and
Islam. Yet even with formal doctrine and belief, we see a
tremendous variety of local forms of “universal” religion,
e.g., Afro-Caribbean syntheses with Christianity;
Indonesian, Moroccan, and even British styles of Muslim
practice; Japanese, Sri Lankan, and American styles of
Buddhism. Some globalizations occur over centuries,
spreading cultural products, customs, beliefs, and values,
such as Hispanization in the New World; and some forms
of localization occur almost immediately, as for example
the adaptation by Trobriand Islanders in World War 11 of
cricket as a clan contest invoking magic and ritual
exchange. Some forms of globalization may be more
humane than others, more respectful of the cultural
diversity they subsume. They may actually encourage
local cultural practice and the production of traditional
and innovative arts, goods, and ideas. In other cases, the
agents of globalization — whether they be conquerors,
merchants, or missionaries — may be quite imperial and

What is new about the current processes of gll(obalization and localization is

the speed at which they take place, the number of cu
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Spanglish at the Mexican border. Computer keyboards are
remanufactured with Chinese rather than Latin characters
to serve a nation with over a billion people. American tel-
evision shows are recast with local characters, accents,
and plots the world over. Studio synthesizers are retooled
for use as instruments in African pop music clubs.
Western rock music acquires Russian lyrics and themes in
Moscow.

Localization tends to make culture more heteroge-
neous. Widespread cultural forms are actively adapted by
local people and particularized to local sensibilities, tak-
ing on local nuances, local character, and terminology.
New products and ideas are absorbed into local practice.

The processes of globalization and localization are
not new. From ancient times, trade along the Silk Road
was a globalizing force, bringing luxury goods and ideas
across continents. The ancient civilizations of India, of
Meso- and South America were globalizing in their own
right, developing dialectical relationships with local and
regional subcultures as they spread over the landscape.
While some globalizations are commercially based, like
the Silk Road, others are religious; one thinks, for

oppressive. Rather than encouraging a local engagement
of the global culture, they may persecute practitioners of
the local culture and seek to outlaw or delegitimate the
identity and institutions of local folk. In such cases, local
culture may become a refuge from or vehicle of resistance
to globalizing forces.

CONTEMPORARY CULTURAL EXCHANGE

What is new about the current processes of global-
ization and localization is the speed at which they take
place, the number of cultural products involved, and the
breadth of distribution. Paleo-archaeologists suggest it
took a few hundred thousand years for the knowledge of
fire-making to spread among all humans. Now, goods can
spread around the world in days, information in minutes,
and digital transactions in milliseconds. This is fine for
many things, but it is not uniformly good. Viruses biolog-
ical and virtual now spread much more quickly than our
ability to control them. Secondly, in prior forms of glob-
alization relatively few products, materials, or ideas were
moved from place to place, traveling by foot, horseback,
or boat. Today, uncountable ideas flow over the World

The Dalai Lama participated in a ritual enactment at the 2000 Smithsonian Folklife Festival for an audience of 50,000 on the Mall. The event was webcast, broadcast
into Tibet, and covered by 150 news organizations. For the Smithsonian and the participating Tibetan organizations, presenting the culture beyond the Tibetan
community was a means of preserving the culture within it. Photo by Jeff Tinsley, © Smithsonian Institution



listic framework of cultural processes. Culture doesn’t just
happen. Globalization and localization depend upon the
active decision-making of particular people and groups of
people, deliberating agents who recognize various beliefs
and practices in a constellation of local and global
spheres, weigh alternatives, craft strategies, and pursue
activities to achieve desired ends. Many political, fiscal,
cultural, and artistic leaders are quite conscious of their
choices to, for example, adapt global practices, support
local institutions, invite benevolent and fend off
malevolent influences, etc., as they see them.

2001 FESTIVAL PROGRAMS
The programs at this year’s Festival, like those of
other years, well illustrate the relationship and dynamic
tension between local and global cultural processes.
Globalization is not new to Bermuda, itself discovered
during an age of global exploration. From the beginning,
settlers had to adapt to local conditions to survive. They

al products involved, and the breadth of distribution

honed seafaring and trading skills. They carved furniture
out of local cedar and ingeniously quarried limestone, cut
it into slabs, and made roofs for their homes with con-
duits to catch, funnel, and store precious rain — their
only source of fresh water. Despite its small size and
lonely mid-Atlantic location, the world came to Bermuda,
with its settlers originating in England, and subsequent
population coming from the Caribbean, the United
States, the Azores, and increasingly now from around the
world. Tourists and international companies followed.
Bermuda gave the world its onions, its shorts, its sailing
prowess. Now, Bermuda builds on its experience as his-
torical values and connections have evolved into contem-
porary ones. Its strategic position on mercantile sea trade
routes has been transformed into a similarly strategic
position in the flow of international capital through the
finance, banking, and re-insurance industries. Ingenuity
on the high seas has turned into skill in navigating con-
temporary markets. The survival skills honed on rock isles
have encouraged adaptability, flexibility, and self-reliance.
Bermudians know how to take things from elsewhere and
make them their own, giving them local significance.

11



Kite-flying, benign child’s play in most places, had
serious educational value here, teaching children to adapt
materials, designs, and techniques to wind currents, a
particularly useful talent on the high seas. Cricket, a
colonial game imported by Anglo-Bermudians, is the
centerpiece of Cup Match, an annual island ritual
celebrating the 1834 liberation from slavery. In music,
Caribbean calypso, Jamaican reggae, club music, and
even jazz acquire Bermudian lyrics and tones.

The masters of the building arts brought to the Mall
for the Festival illustrate the historical, global spread of
craftsmanship. Stone carvers, originally immigrants from

Italy, have carved American icons from Washington

National Cathedral to the Supreme Court. Of course,

they have had to do their work with Indiana limestone,
a ron _ Vermont granite, and a host of other local materials.

KOSHER CUISINE Adobe builders from New Mexico practice an art with
roots in the ancient Middle East. This architecture, mud
brick used by peasants the world over, became a local
’ 7 1 4 P . . tradition in New Mexico. Now it is the rage among the
Sp(’( ld[lt'w » K()S/)()' C!IISI ne richest of newly immigrant home buyers in that state.
. The building arts have flourished because of their
spread. New tools, techniques, and materials have been
acquired in decorative metalwork, plastering, and brick-
work over the centuries, as these crafts have traversed
the planet. Still, localizations provide nuances of style
and innovations.

We now have  streaming culture,

And then there is New York. There is no place more
global. Wall Street, the garment district, Broadway —
these are global institutions, intimately tied to financial,
fashion, and entertainment networks the world over. Just
about every cuisine in the world is available in New York.
People speaking hundreds of languages, from every
nation and region on earth, populate the city. New York
is a concentration of ideas, styles, and information, a
magnet for the rest of the world, drawing in people of all
kinds, shapes, persuasions, and interests.

But New York is not just a collection of the world’s
cultural diversity. 1t is its crucible. The local culture is
juxtaposition, combination, fusion, opposition, resistance.
Localization is interaction. Where else can you get kosher

12. 7 . Photo by Nancy Groce, © Smithsonian Institution



Chinese Cuban food? Where else do Dominican
merengue, Afro-Puerto Rican rap, and Indian bhangra
come together? In New York, the localization process
gathers in people and ideas, puts them together in new
ways, and turns them loose — primarily and first for local
consumption. New York is its distinctive neighborhoods
and its varied communities of ethnicity and interest. But
it is most importantly the movement between them. As
New York Times music critic Jon Pareles notes, “In New
York, we don’t need no stinkin’ Internet, we have the
subway!” In New York, globalization is local culture.

CULTURAL DEMOCRACY

Humans have generally benefited by cultural
exchange. But a balance needs to be maintained between
globalization and localization. Extreme globalization
would eliminate cultural diversity on the planet. Imagine
all ideas expressed in only one language. How about one
culture, one cuisine, one way of dressing, one way of
praying, one way of thinking, one way of playing music
or making art? This would not only be boring, it would
probably doom humankind, for in an evolutionary sense,
cultural diversity gives us options for future survival.

On the other hand, extreme localization would
preclude the adaptation of good new ideas, good innova-
tions from “somewhere else” that could bring benefits
to local people everywhere. Local cultures would likely

as sounds and ima

from around th world tlow into home computers.

atrophy without a source of new energies, ideas, and
goods from other societies.

How then to assure a balance between processes of
globalization and localization? At the global level, there
has to be a respect for cultural democracy, the idea that
diverse cultural communities have something to say and
contribute to the wisdom, knowledge, skill, and artistry
that define our humanity. There need be concomitant
understandings, ethical and legal, in place that can assure
human cultural rights, including those which allow peo-
ple to benefit from their cultural creativity and property,
tangible and intangible. The world has made great
strides, at the global level, in defining those rights
through international accords.

All people need the freedom to realize their own
identity and to practice their own traditions, be they reli-
gious, linguistic, culinary, musical, or artistic. Cultural
democracy relies upon the knowledge of cultural practi-
tioners and their access to their own heritage — signifi-
cant sites, land, texts. Cultural democracy flourishes when
people reap the benefits of their cultural achievements
and have the continued opportunity to build on those
achievements through creative change. Localization
depends upon the ability of local people to continue their
means of cultural production. In an era of intense global-
ization, local people need to be seen — and see them-
selves — not just as consumers or recipients of goods and
ideas produced elsewhere, but as cultural creators.

Encouraging local cultural creativity in a global con-
text has long been central to the purpose of the
Smithsonian Folklife Festival. Ralph Rinzler, its first direc-
tor, saw the Festival as a means of highlighting the diver-
sity of local cultures for the beauty, wisdom, and knowl-
edge they embodied and of sharing that appreciation
broadly. S. Dillon Ripley, the former Smithsonian Secretary
who passed away earlier this year and whose memory we
honor, provided the leadership for instituting the Festival,
and was always a strong supporter. He saw the Festival as
a way in which the Smithsonian, as a globalizing force,
could nonetheless help preserve local cultures by drawing
attention to their historical and ongoing value to human-

ity. Margaret Mead, the world-renowned anthropologist
whose centennial we also honor this year, was a strong
supporter of the Festival. She noted that at the Festival,
“everyone is a participant,” local tradition-bearers and
Smithsonian officials and casual visitors. The idea behind
this was profoundly culturally democratic. 1t is in each
person’s long-term interest that a diversity of strong
cultures be encouraged to preserve and extend their
traditions, even create new ones, so that all people might
have that much more to learn from each other.

Richard Kurin is the Director of the Smithsonian Center for Folklife
and Cultural Heritage and author of Reflections of a Culture Broker:

A View from the Smithsonian and Smithsonian Folklife Festival: Culture
Of, By, and For the People.
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by Diana Parker

ecretary Ripley came
to the Smithsonian
in 1964 with strong
feelings about what

he needed to do.

He had worked at the Smithsonian for a brief stint in his
twenties and found it, like most museums, to be staid

and stodgy. He said visiting it “...was essentially very dull.

You did it on Sunday afternoon after a big lunch.”

Ripley believed that learning should, instead, be joy-
ous and engaging. As a child, he played in the Tuileries
in Paris, taking special delight in the carousel. At the age
of 13, he went on a walking tour of Tibet. He summered
on a family estate that included areas of pristine natural
preservation. He wanted to instill in the museum visitor
that sense of awe and wonder that had enthralled him as
he learned. A museum should be an interactive rather
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than a passive experience. He said his vision was to
”...make the place a living experience....” “We should take
the objects out of the cases and make them sing.”

He also believed that the National Museum belonged
to all people. During the antiwar and civil rights marches
of the 1960s, he insisted that the museums stay open so
that marchers had access to both exhibitions and facilities.
The Institution he wanted to build needed to have a place
for everyone, not just in its audiences, but also in the
contents of its exhibitions.

In the field of folklore, he felt this particularly keenly.
He said, “Although it has the world’s largest collection of
American folk artifacts, the Smithsonian, like all museums
in our nation, fails to present folk culture fully adequately.”
And so in this climate of exploration and change, the
Smithsonian Folklife Festival was created.

The first Festival was held on the Mall in 1967 to
much popular, media, and Congressional acclaim, and
mixed reviews in the museum world. The idea of living
presentations in a museum context was brand new, and



This year the Festival

is dedicated to

S. Dillon Ripley,

the 8th Secretary of the
Smithsonian, and the man
under whose leadership the
Festival originated.

PLCY

the concept of giving the interpretive voice to the
creators of art forms rather than the curators was threat-
ening to some. But Secretary Ripley felt strongly about
this new medium, and it grew and flourished under his
protection. Over time, the Secretary began to see the
Festival not only as a thoroughly contemporary approach
to the increase and diffusion of knowledge, but also as
an effective tool in the struggle for cultural preservation.
“Traditions and cultures alien to the massive onslaughts
of mechanistic technology are fragile indeed. They are
being eroded every day just as the forests of the tropics
disappear. Cultures drift away like the dust that follows
the draft of a lifting jet plane on a far-away runway....”
He felt that the Festival with its mass audiences was an
innovative way of helping in the preservation effort.
Without his foresight and constant support, the Festival
would not exist.

He brought to the Smithsonian a style that was all
his own and an enthusiasm and determination that
would alter the place almost beyond recognition. Under

Opposite page: S. Dillon Ripley, led by Lucille Dawson, participates in an
honoring ceremony at the 1975 Festival; Rayna Green and Ralph Rinzler
follow. Photo by Reed & Susan Erskine, Lightworks

his 20-year stewardship the Smithsonian added the
Renwick Gallery, the National Portrait Gallery, the
National Collection of Fine Arts, the Cooper-Hewitt, the
Sackler Gallery, the National Museum of African Art, the
Hirshhorn Museum and Sculpture Garden, the National
Air & Space Museum, the Smithsonian Institution Press,
The Smithsonian Associates, the Museum Shops,
Smithsonian magazine, the Tropical Research Institute,
the Environmental Resource Center, the Astrophysical
Observatory, a carousel on the Mall, and, of course, the
Folklife Festival.

On March 12, Secretary Ripley died. Those of us who
had the good fortune to know him personally will miss
his charm and his freewheeling mind and egalitarian
spirit. But he has left an extraordinary legacy. He has
left a vital and engaging Institution that at its best
will carry the imprint of his wisdom and imagination for
generations to come.

Diana Parker joined the Festival staff in 1975 and has directed it
since 1983.






navigators of homebound carracks and galleons — and later frigates, sloops

and schooners, clippers, side-wheelers and ocean liners — but those who
could work their way through the reefs found safe and commodious harbors

among the five main islands and the 300-0dd rocks and islets.




ermuda was, and is, one of the most
isolated island groups in the world, more
than 600 miles from the nearest land,
which is Cape Hatteras, North Carolina.
At the same time it happens to be located
on various trade routes, for the wind-ship
passage from the Straits of Florida to
Europe runs north along the Gulf Stream to the latitude
of Bermuda, where the favorable westerlies begin to blow
— and so the island was both a helpful navigation point
as well as a considerable danger to shipping. In the
steamship age, the island lay on the most direct route
from the Mediterranean to the Straits of Florida and the
Gulf of Mexico, and today, in the age of flight, its air-
space is traversed by several airliners a day. Thus,

_ throughout its history, Bermuda’s strategic significance
has aﬂaycdits isolation and shaped Bermudian life,
thought, and custom.

An island is similar in many ways to a ship, and this
is particularly true for Bermuda. During World War 11 we
were called “an unsinkable aircraft carrier,” providing the

Atlantic Ocean

Allies an antisubmarine base way out in the Atlantic. 1t
was a role which continued during the Cold War, when
we were an important part of the U.S. Navy’s tracking
network that kept tabs on Russian missile submarines.

Islanders, like ships’ crews, have to be self-reliant,
struggling to use and reuse, conserve, and make do when
the proper tool or spare part is not available. Water is a
precious commodity in Bermuda, for our island has no
creeks, brooks, or rivers, and we learned as children to
conserve the water channeled off the roof and carefully
stored in underground tanks or cisterns. Like seafarers,
we tend to be both fatalists and pragmatists.

Our folkways stretch back to our beginnings as a
community some hundred years after Captain Juan
Bermudez in La Garza happened upon an uninhabited
Bermuda in around 1505. In 1609 the Sea Venture, flag-
ship of a relief fleet bound for the new Virginia colony at
Jamestown, was wrecked on Bermuda. All 150 men and
women came safely ashore, including the admiral of the
fleet, Sir George Somers, and the governor-designate of
Virginia, Sir Thomas Gates. The survivors built two vessels

Bermuda’s strategic
significance has allayed
its isolation and shaped

Bermudian life, thought,
and custom.




and sailed for succor to Jamestown — but found,
instead, that they were the rescuers. Only 60
persons were left alive out of the colony of some
500 the autumn before, and they were dying of
starvation. The ship’s stores from Bermuda saved
them. Somers and Gates and the leaders of the
colony decided to return to England, but before
they could reach the open ocean another relief
fleet arrived, and all turned back to Jamestown.
Somers volunteered to return to Bermuda to
collect supplies, for he seems to have fallen in love
with the place and had even picked out an island
for himself, which is still called Somerset —
Somers’s Seat.

But worn out by his exertions, he died, and his
nephew Matthew Somers decided to sail back to
England. They and other survivors told about
Bermuda’s beauty and the readily available wild
hogs and fish, about the occasional sharp storms,
about the seabirds mewing as the crew came
ashore. The story of the shipwreck clothed the
island in glamour and inspired (so we believe)
William Shakespeare to write The Tempest. The
Virginia Company decided to colonize Bermuda,
and in 1612 sent out a ship called the Plough with
the first colonists. The Virginia Company spawned
a second company, the Bermuda Company, who
took over the island for £2,000. Christopher Carter,
a survivor of the Sea Venture wreck who had been
on Bermuda ever since, is properly Bermuda’s first
inhabitant, as he was the only one of the survivors
to make his home on the island. Governor Daniel
Tucker sent the ship Edwin to the West Indies in
1616 to bring back tropical plants to try out in
Bermuda. The ship also brought the first persons
of African and Native American descent to come
to the island. Thus the African, European, and -
Native American strands of population that
make up Bermuda today were present from very
early times.

It seems likely that cassava (or manioc) was
among the tropical plants the Edwin brought, and
our traditional Christmas cassava pie — made with
cassava paste in both crust and filling — probably
stems from this very early period. One writer
declared, “it took some ingenious housewife” to

The State House was an early archetype for Bermuda limestone architecture.
Photo by Kristen Fernekes, @ Smithsonian Institution
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Our vibrant island has the curious motto

The Bermuda Regiment parades at official events throughout the island. Photo courtesy the Bermuda Government

turn cassava into an edible pie, and today, after nearly
four centuries, it remains our principal and unique
Christmas dish.

On August 1, 1620, Bermuda organized its first
meeting of the House of Assembly, one year after the
House of Burgesses was instituted in Virginia. The State
House was the first major building of Bermuda coral
limestone. Until recent times Bermuda architecture has
developed from the use of stone blocks and stone roof
tiles, cut with a saw from the Aeolian limestone, and
Bermuda cedars, which rarely gave more than 16 feet of
usable timber. This limited the size of the largest rooms
and determined the dimensions of buildings. Stone roof
tiles made a heavy load for the roof timbers but enabled
island homes to defy hurricanes.

When Governor Tucker arrived in 1616, he initiated
the growing of tobacco, which was a successful export
crop until the small fields became exhausted. The

Bermuda Company, controlling Bermuda’s economy
under a royal charter, had insisted on tobacco culture and
tried to limit trade with England to one Company ship a
year. Once free of the Company in 1684, Bermudians
turned their attention to the sea to make a living — an
economic base which continued for more than a century.
They took over the isolated Turks Islands and made salt
there, which they traded for food up and down the
Eastern Seaboard. Of course, not all men were sailors;
some built ships. Bermuda cedar was ideal for this, pliable
and resistant to sea worms and barnacles. The vessels
proved to be unusually swift and are credited with being
the inspiration for the famed Baltimore schooners. Today
Bermuda dinghies race on weekends and are reminders of
our seafaring past.

By 1775 Bermuda was a small cog in Britain’s vast
American empire. In culture, the island was closest to the
mid-Atlantic colonies, governed in much the same way.



“Quo Fata Ferunt,” “W]

The British efforts to confine trade within its own empire
tended to benefit Bermuda’s seafarers and salt rakers, and
the British defeat in 1783 was a blow to Bermudians’
way of life. The British then began to use Bermuda as a
replacement for their lost Eastern Seaboard harbors.
Thus Bermuda became a garrison island, and the British
soldiers and sailors stationed there had an important
effect on our culture.

Colonel William Reid, governor from 1839 to 1846,
realizing that in time of war the island fortress could be
starved out by an enemy blockade, imported ploughs
(there were only three on the island when he arrived)
and brought in two English farmers to show what might
be done. The result was that the colony rapidly developed
an export trade to the Eastern Seaboard in garden
vegetables, particularly Bermuda onions, from which the
people gained the nickname “Onions.” With a yearlong
growing season, there was time to grow crops for home
consumption as well. In 1849, the barque Golden Rule
brought 58 Azorean immigrants as agricultural laborers,
starting the 150-year connection between the two

Janice Tucker embellishes the black velvet cape of a Gombey captain with
sequins, embroidery, beads, and ribbons. Gombeys are the masked dancers of
Bermuda. photo by Leslie Todd, courtesy the Bermuda Government

isolated Atlantic archipelagos, and giving Bermuda a new
cultural element. High U.S. import tariffs and refrigerated
train transport from the warmer states to northern U.S.
cities after World War 1 destroyed Bermuda’s vegetable
export business, but the farm culture lingers on.
Bermudians turn out in large numbers for the annual
three-day Agricultural Exhibition, where amateurs and
professionals vie with one another in showing their
livestock, produce, home cooking, and flowers.

From the British garrison Bermudian men learned
new trades and construction methods, working under
the army and navy engineers. In addition, the Royal Navy
Dockyard ran an apprenticeship scheme that produced
well-trained artisans, thus creating an important addition
to Bermuda’s education facilities. By the end of the 19th
century, two segregated local army units developed — the
White-officered Black Royal Garrison Artillery (later the
Bermuda Militia Artillery) who manned the massive guns
in the coastal forts, and the all-White Bermuda Volunteer
Rifle Corps, an infantry unit. Many Bermudians are
descended from army and navy families, and November 11,

nither the Fates Lead Us.”

the day marking the end of World War 1, is observed
annually with great decorum at a parade of the Bermuda
Regiment (the integrated descendant of the BMA and the
BVRC) on Hamilton’s Front Street at the Cenotaph — the
war memorial.

As the 20th century drew near, war broke out between
Britain and two Boer Republics in South Africa. As there
was a large garrison in Bermuda, the British decided to
send Boer prisoners to the island, and to reinforce the
garrison with the West India Regiment. The influx of West
Indians, coupled with a further influx of workers to
expand the Dockyard, strengthened Bermuda’s ties with
the Caribbean and influenced our culture.

The dawn of the 20th century brought increasing
tourist trade. People had visited Bermuda for their health
from at least the mid-18th century, but the island gained
recognition as a resort in the late 1800s with the visit of
Princess Louise, the artistic and rebellious daughter of
Queen Victoria, and steamships made frost-free, subtropi-
cal Bermuda easily accessible to New York. Distinguished
visitors such as Mark Twain and Woodrow Wilson gave
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by James Ziral
ermuda’s first 350 years of economic development
were intricately tied to Juniperus bermudiana.
Luxuriant cedar forests sprawled across sloping
hills and into shallow valleys, and well into the
20th century they remained the stage for cicadas, or, as locals
called them, “singers,” whose high-pitched arias heralded
the twilight. That environmental picture changed virtually

overnight.
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The unwitting introduction of the oyster shell scale
(Lepidosaphes sp.) and the juniper scale (Diaspis visci) insects
in the 194.0s set loose a tiny marauding horde that reduced
the forests by 97 percent. The legislative protection on current
growth has also contributed to a scarcity of suitable logs for
sculpting.

The nature of the wood itself contributes to this scarcity
as well. Cedar should be cured for at least three and preferably
for ten or twenty years before it is carved. Its strong, wood -
musk-scented oils must be completely dried out to prevent
the sculpture from “bleeding.”

Whether with a Chesley Trott female abstract, a Roy Boyer
crab, or a Garen Simmons mask, cedar’s grain varies inconve-
niently, although beautifully, not only from piece to piece, but
often within the piece itself. “There is no easy way to [work
with] cedar,” says Boyer. “One slip and the sculpture can be
ruined.” Where many talented carvers fail is in the art of
“finishing.” "Cedar is like a jewel, a precious stone. Anyone
can learn to carve, but finishing is a whole different ball game.
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Cedar carver Garen Simmons makes cedar tables, chairs, rocking horses, and masks in a shed he built himself. Photo by James Ziral

[Sometimes] you can look at a carving and still see sandpaper
scratches or something that throws it off. Because of its beau-
tiful grain, cedar needs to be polished smooth,” Boyer says.
From time to time, fine pieces can be found in local
shops. They intrigue visitors, costing hundreds, even thou-
sands of dollars. But after being purchased, some of these
pieces crack during the first chill of a North American winter;
Bermuda cedar, with a rich boat-, home-, and furniture-
making history, is not always at home away from home.
(To prevent cracking, experienced carvers will use turpentine
and linseed or tung oil during finishing before applying a thin
coat of lacquer.)
Interestingly, no cedar sculptures are known to have
been produced before the 20th century. Only within the
last four decades has there emerged a woodcarving culture,
which is now evolving from a focus on abstract designs to the
representation of realistic themes.

James Ziral is a freelance writer and television producer who is
writing a book about Bermuda’s cedar carvers.



important publicity to Bermuda’s qualities, and the winter
season became an important part of Bermuda life. After
World War 1 tourism became the mainstay of the econo-
my, doing so well that the island was not seriously influ-
enced by the Great Depression of the 1930s.

World War 11 wrought many changes, swiftly modern-
izing the quiet holiday backwater still drowsing in the
19th century. Bermuda automatically went to war in 1939
when Britain did, and this rapidly killed the all-important
tourist trade. For a time the government became the prin-

A communi

60,000

connections with the Eastern Seaboard and Europe. The
fact that Bermuda was in the sterling area but enjoyed

an American-style way of life attracted wealthy Britons,
and go-ahead banks and law firms found that a company
in Bermuda could help shelter their capital from tax
collectors.

In 1959, during the celebrations of the 350th anniver-
sary of Somers’s shipwreck, a group of young Black profes-
sionals decided to try and get rid of segregation in the
principal movie theater. They organized a boycott, which

ople is a small town by North American standards,

cipal employer, hiring men on meager pay for public
works projects. Construction of U.S. military bases and an
airfield started in 1941; Bermuda became acquainted with
the latest modes of rapid construction as well as tough
American construction workers. Bermuda workers were
unhappy as prices went up and they were paid at the
same low rate as on the Bermudian government projects.
The Bermuda Workers Association was formed, and this
quasi-union succeeded in improving pay.

The continued interest in agriculture was important
during World War 11, particularly when in 1942 German
U-boats sank a Bermuda-bound supply ship and put the
island on very short rations — including oats for the
island’s horses, the main means of transport. This
situation, along with defense requirements that motor
vehicles traverse every part of the island, reversed the ban
on automobiles that had been imposed in the early 1900s.

It was a changed island that greeted the peace in
1945. The face of the land had been altered with the
building of U.S. bases, which took up one-eighth of
the island. Bermudians awakened to ideas of a greater
democracy, which two decades later were to change the
voter’s franchise from one qualified by land ownership to
one of universal adult suffrage. Under the charismatic
leadership of Dr. Edgar Fitzgerald Gordon (whose daughter
would be Bermuda’s first woman premier) the trade union
movement gained in strength until it became a potent
force in industrial relations, ensuring the workers a share
in a burgeoning economy.

For burgeon it did! Bermuda’s new airfield facilitated

succeeded so well that soon major restaurants and hotels
dropped all segregation. Businesses changed their employ-
ment practices as well. 1t was the breaking of a dam that
led to universal adult suffrage, a new constitution, and
greater internal self-government for the colony. Although
women in Bermuda could not vote until 1944, today both
political parties are led by women.

A community of 60,000 people is a small town by
North American standards, yet, because of our isolation
and our constitution, we are also a small nation. Our
politicians debate garbage collection one day and relations
with the United States the next. Although we are still a
British colony, we have more independence than any of the
50 U.S. states or Puerto Rico.

Our vibrant island has the curious motto “Quo Fata
Ferunt,” “Whither the Fates Lead Us.” 1t seems a bit bizarre
for a remarkably successful community, but an island is
always in the hands of the fates, whether they bring a
hurricane or a shipwreck. We were drawn into a world war,
which first destroyed our economy and then built it up
so that the island is more prosperous than before. Our
livelihood depends on bending and turning the winds of
fortune to our advantage. Thus we have succeeded in the
past, and thus we must go into the uncertain future.

William Sears Zuill, Sr., is a prominent Bermudian historian. He was
educated at the Whitney Institute in Bermuda, St. Andrew’s School,
Delaware, and Harvard University. Now retired, he worked for many
years for the Royal Gazette, as a reporter and then editor, and then
became Director of the Bermuda National Trust. He was awarded the
MBE-Member of the British Empire in 1991.
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by Diana Baird N'Diaye

Bermuda’s local culture grew out of the island’s
strategic location. From its very early settlement this tiny
archipelago was a central navigational landmark between
the British Isles, mainland America, the Caribbean, and
later the Azores. Patterns of travel and exchange have
continued to rejuvenate the cultural fabric of the island
colony. These patterns have been a source of material
goods, population, and culture. People, ideas, and goods,
along with music, foods, and other forms of culture, flow
out and back from Bermuda with the regularity of the
ocean tides. Bermudian folklife is the creative, pragmatic,
and unique fusion of these cosmopolitan trends.

The need to survive in a very isolated and limited
space, with limited resources, built Bermuda’s economy
and culture. Finding ways to reconfigure resources both
material and cultural has been an enduring fact of
Bermudian life and consciousness. Even today,
Bermudians look out upon the world with a mariner’s
sensibility — ever interdependent with their fellow

pproaching Bermuda by air or sea, one notices first that the

isles are opulently landscaped and impeccably adorned with
lush gardens and pastel architecture. For its 300,000 yearly
visitors and 60,000 islanders alike it is a land that is
small in area but rich in culture. Bermuda is at once a
geographic place and cultural space — a creation of

human enterprise, artistry, and effort.
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Bermuda parish map, courtesy the Bermuda Government

islanders and watchful of Atlantic Ocean storms as well as

those blown in by the changing winds of fortune.
Bermuda was unoccupied until the time of its settle-

ment by the British. The settlers found themselves in

need of help in working to build a viable colony out of

the craggy, windswept islands. They soon transported

enslaved, indentured, and free individuals of African and



Native American origin to the colony from captured
Spanish ships and Caribbean islands. These laborers,
whom they engaged as divers, sailors, fishermen, carpen-
ters, cooks, housekeepers, nursemaids, farmers, and as
builders of houses and ships, brought expressive traditions
and skills to the islands as well. Even in a place as small
as Bermuda, the people of St. David’s Island retain dis-
tinctiveness as a regional fishing community of mixed
Pequot, African, and English ancestry and cultures.

In 1847, as Bermuda turned to farming as the basis
of its economy, Portuguese from Madeira and in the
1920s from the Azores were recruited to bring their
farming know-how to the island. Azoreans have been
coming to Bermuda ever since. Recruited as farm workers,
though rarely given full status as Bermudians, they
brought the culture and foods of their homeland
including the onion that would become known as the
Bermuda onion. They also brought the Festa Espirito
Santo, the annual commemoration of a miracle that

A bird's-eye view of Bermuda across Southampton reveals a verdant landscape
dotted with pastel architecture. Photo courtesy the Bermuda Government

saved the people of Portugal from starving in the 14th
century. According to Robert Pires, a Bermudian whose
grandfather arrived in Bermuda in the early 1900s, some
Portuguese have chosen to downplay their ethnicity,
language, and traditions and have not passed these on to
their children because of experiences of discrimination.
However, today, with renewed pride, other Bermudians
of Portuguese descent join recently arrived Azoreans in
decorating their homes, attending the Festa procession,
and enjoying the special sweet breads and beef soups
prepared to mark the occasion.

The Bermudian Gombey tradition of masked and
costumed dancers accompanied by musicians, first seen
in the streets of Bermuda in the 1800s, is a contribution
from the Caribbean. In the early 1900s migrant workers
from St. Kitts and Nevis joined earlier Caribbean
populations from Barbados and St. Thomas. Caribbean
immigrants from Guyana, Barbados, and Jamaica came
to fill the demand for educators and also for service
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workers in hotels, guesthouses, and in construction for
the tourism industry, bringing foodways, music, and
traditions of political and economic activism as well.
Though in past times Bermudians of English,
Portuguese, and African-Caribbean descent received
separate and unequal treatment and benefits for their

labor according to the circumstances under which
they came to the islands, Bermudians as a community
today benefit from their culturally diverse origins and
overseas connections as sources for their shared
traditions. According to Bruce Barritt of the Not the
Um-Um Players:
1 tell people that there’s no other place like
Bermuda geographically or culturally. Bermuda is
still a British colony yet a neighbor of the United
States, and it is heavily influenced by West Indian
people who come here to live. We pick and
choose whatever we like. You will see Bermudians
at a cricket match [an English game] wearing
sweatshirts from American universities that
they've bought because the colors match those of
their favorite cricket team here in Bermuda.

26 Kite-making and -flying are Easter holiday activities shared by families all over
the island. Photo courtesy the Bermuda Government
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Bermudian performance traditions include not only
Gombey dancers and musicians, but also a regimental
band, community marching bands, a pipe band that plays
calypso, an a cappella sacred-song quartet, as well as
reggae, calypso, traditional jazz, and other music tradi-
tions that Bermudians have made their own.

Bermudians’ experience has taught them a healthy
respect for the natural environment, an acute conscious-
ness of the delicacy of the ecological balance and of the
limits of human abilities in the face of the power of the
sea. Since its accidental discovery by shipwreck and its
subsequent settlement, the country has survived frequent
life-threatening storms, a cedar blight that virtually wiped
out a primary building material, and an ever-present
dependence on rainwater. As Keith Battersbee, a boat
pilot for over 30 years, remarked, “You’ve got to respect
Mother Nature. Anybody who doesn’t respect the ocean
gets in trouble.”

The occupational skills of boat pilots like Mr.
Battersbee, boat builders, fishermen, sail makers, undersea
divers, and others who work and play in the emerald
Atlantic waters around Bermuda are all an indelible part
of Bermuda’s cultural wealth.



ed judgment
d them to build a prosperous livelihood over several centuries of change.

Occupational folklife in Bermuda also extends to the
use of the resources of the land itself. The artistry of
Bermuda’s farmers and gardeners, along with builders,
carpenters, and other artisans, has been in their creative
conservation and tradition-based use of the island’s limit-
ed natural resources and space. Furniture maker Fred
Phillips makes furniture out of the recycled Bermuda
cedar that several of his customers store in their homes.
Ronnie Chameau makes ornamental dolls using dried
banana leaves from trees on the island. Beekeeper Randy
Furbert notes that “during [World War 11] sugar was
rationed. So folks got together and started a beekeeping
club [to] share their information and work together.”
Bermudians often mention the value of working in con-
cert — to solve mutual problems of survival and to share
knowledge, whether in regard to building a house, sailing
a fitted dinghy, or finding a substitute for sugar.

Bermuda is a well-known tourist destination, and
Bermudians receive guests in gargantuan proportion
relative to the island’s resident population. Bermuda’s
Ministry of Tourism estimates that an average of 300,000
people visit each year — 5 visitors per resident. But the
arts and values of hospitality are both home-based and

The crew of the Champion, a Bermuda fitted dinghy, continue a long tradition
of Bermudian sailing arts. Photo courtesy the Bermuda Government

occupational. According to second-generation guest
house owner/manager DeLaey Robinson, “When you go
to people’s houses, you get that warmth. People have a
generosity towards you.... It is helpful to have that as a
building block for the hospitality industry.” Bermudians
teach their children to say hello and be helpful to guests
at home or on the street.

Guests in Bermudian homes are treated to local
dishes such as cassava or farine pie, regaled with stories,
and often sent home with freshly baked gifts like bread
made from Bermuda bananas. Bermudian arts of hospital-
ity also include preparation and presentation of food and
drink by cooks, chefs, waiters, bakers, candy makers, and
the performance arts of guest house owners, cruise boat
cooks, entertainers, other restaurant staff, and others.

Bermudians’ knowledge and seasoned judgment have
enabled them to build a prosperous livelihood over several
centuries of change. Their occupational traditions

embody this understanding of the island’s possibilities.
The same can be said for leisure-time traditions like
kite-flying.

Kite maker and flyer Vincent Tuzo is praised as
“the Kite King” for his expertise. For weeks before the
beginning of the Easter holiday, his workshop is a flurry
of activity; under a kaleidoscopic canopy of tissue-paper
kites, parents and children place orders in anticipation of
the traditional Good Friday kite-flying picnics. In making
kites and flying them, Tuzo displays an impressive knowl-
edge of the island’s materials and the wind’s moods.
Wading waist deep in Warwick Marsh, he collects pond
sticks for making kites that fly when the wind offers only
the faintest of breaths. Up on his roof, Tuzo, kite, and
wind perform a dance that is both a flirtation and a
contest to keep the kite floating above the trees.

Bermudian recreational traditions such as dinghy
races and Seagull races arose from pragmatic origins. In
the past, Bermudians of African, English, or Portuguese-
Azorean descent all were involved in maritime trades.
Ships were built at Bermuda dockyards for the British
Navy. Fishing was a local occupation. Today, boats with
Seagull engines, guided by skilled pilots, are used both
for fishing and for racing. Bermuda’s boat builders
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developed some of the smallest and fastest, most efficient
seagoing vessels, the fitted dinghy and the Bermuda
sloop, but now they have dwindled to an alarming few.

1t has been fashionable in recent years to import boats
from New England and even from Britain. Some organi-
zations have vowed to change this, for example the
Bermuda Sloop Foundation, which has commissioned

the construction of a Bermuda sloop.

Belonging to the island — being born and bred in
Bermuda — is a valued status. Bermudians meeting for
the first time ask immediately, “What’s your ‘title’ (your
surname)?” followed by “Who’s your Momma?” Further
inquiry may be needed to place individuals in their larger
families; so the next question may be something like,
“Are you from the Pembroke Dills (or Pearmans, or
Outterbridges) or from the Warwick (or Devonshire, or
Flatts) Dills?” Finally, “What school (or church) did you
attend as a child?” With a mariner’s precision,
Bermudians calculate social longitudes and latitudes to
orient the conversation.

All Bermudians see family as the foundation of
society. Genealogy and family history structure many
social relations. Bermudians extend kin and kinlike affilia-
tions into the formation of clubs, lodges, government,
schools, businesses, and institutions of worship. Most
Bermudian businesses are family businesses, from the
smallest shop to the largest Bermuda-owned law firm.

As in communities around the world, family and commu-
nity bonds in Bermuda are reaffirmed and strengthened

Traditions of Bermudian friendly societies have had a central role in supporting
families and community-building in Bermuda. Members of one Bermuda lodge
gather to celebrate an anniversary. Photo courtesy Joy Wilson Tucker

through play such as cricket, celebrations such as Cup
Match and the Easter holiday, and collective work such as
house-building.

The ball game of cricket has special significance for
Bermudians. Generations of cricketers in the same family
tend to belong to the same clubs. Bermudians living or
traveling abroad tend to come home in late July for the
annual celebration of Cup Match, a cricket tournament that
commemorates and celebrates the emancipation from slav-
ery of Bermudians of African descent in 1834. Bermudian
Cup Match also illuminates the complexity of the island’s
history and society. Cricket was a segregated sport, like
many other public activities in Bermuda before the 1970s
civil rights protests and popular uprisings in Bermuda.

NOTCS Ofl BCLITIUDIAI 1.dINIGUAdGE

from a report by Ruth Thomas
he English language that Bermuda’s first settlers
brought with them has evolved into two main forms —
a standard English and a local vernacular. Many
Bermudians switch back and forth between them at
will, depending on the situation. For example, standard
English is used in professional settings and in writing, while
vernacular Bermudian English is spoken on more casual occa-
sions. Some people who always use the vernacular orally write
in perfect standard English.
As much as any other aspect of culture, Bermudian speech

reflects the islanders’ connections with neighbors around the

Atlantic. Early settlers to Bermuda came from various places

in England and brought their various local accents and vocab-
ularies with them. Bermudian speech also echoes influences
from the United States. Canada, and the Caribbean.

Portuguese-speakers immigrated to Bermuda in the mid-
18008, mainly from the Azores. Most came without knowledge
of English. Eventually, they added a different accent, rhythm.,
cadence, and even vocabulary to the English spoken on the
islands. Some young Bermudians try to emulate the English of
the Rastafarian community in Jamaica, reggae dub poets, or
American rap artists.

In spite of evolutionary change in Bermudian English and
the effects of frequent contact with other English-speaking
countries, some elements from the past still linger. An exam-
ple is the way Bermudian English sometimes interchanges the
sounds /v/ and /w/: for example. "Vere is Villiam’s wiolin?” for
"Where is William’s violin?"

Other characteristically Bermudian words and

expressions include nicknames. Many people in Bermuda,




The Cup Match holiday is a cricket match, a time of family reunion, and an annual celebration of the end of slavery in Bermuda.
Photo by John Zuill, courtesy the Bermuda Government

particularly men, have nicknames. For example, the name A sampling of more general Bermudian terms referring to
“Bus Stop” was given to the owner of an old taxi who picked up people includes:

his clients at bus stops rather than at the usual taxi stands.

A boy who could not afford his own shoes once wore his Eparrow; loca} woman. This bird never.leaves‘

i the island, hence the comparison with
Bermudian women.

female tourist. The longtail is a

members of a family will share the same name. The eyes of seasonal bird that comes to Bermuda

members of one such family, all called “Cat,” were thought to in the spring. That is when the
tourists usually begin to visit.

diddly bops: teenagers on motorized bikes.

Onion: Bermudian. The island was known
appear in the telephone directory and also in death notices. for growing onions.

mother’s shoes to a party: the nickname "Mama'’s Shoes”
followed him through his adult life. Sometimes all the male longtail:

have a feline appearance. Nicknames are so frequently used
that a person’s given name is often forgotten. Nicknames

Ruth Thomas, BA, MSC, worked in education for many years before joining the Department of Community Services, where she founded the
Department of Cultural Affairs (now the Department of Community and Cultural Affairs). She is co-founder of the spoken-word group Mosaic.
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»Berm\udlan Vernacular Archltecture in the 218t Century

by James Tucker
here are two contradictory
currents within Bermudian
vernacular architecture today.
One is the original building
tradition of the 17th century, and the
other is "21st-century Bermudian
Vernacular.”

Vernacular architecture is defined as the building tradition

of alocal people. It is a pattern language or dialect of construc-
tion that is particular to a group of people.

The earlier form of Bermudian construction can be
described as simple, quiet, and understandable. Consisting
of timeless forms, it is clearly defined and beautiful in its
“fit for purpose.”

The 21st-century vernacular, however, seems to present a
dynamic, unpredictable landscape. Today’s buildings appear as
a chaotic clash of form, color, and style. Architectural elements
are interpreted and executed by the builder in a naive style.
The decoration is often based on memory and individual
caprice, not on scaled architectural plans.

This is the paradox: How can both of these worlds have
been drawn into the gravitational orbit of Bermudian vernacu-
lar architecture? Part of the answer is really quite simple:

The practitioners have changed. The earlier architecture was
built by English colonists adapting their building knowledge to
the climate and materials of their new home. The 21st-century
vernacular is a building style born out of a multicultural hodge-
podge. As a people we combine many cultural influences,
which still somehow make us uniquely Bermudian.

Because “Black” Bermudians could not play cricket in the
games sponsored by the British clubs, friendly societies
and lodges run by Bermudians of African descent created
and sponsored the Somerset and St. George’s cricket
teams. The teams eventually generated their own social
clubs that remain active today, when Cup Match brings
all Bermudians together. Cup Match regalia and dress are
art forms in their own right, and the verbal art of Cup
Match commentary is a relished performance. Today, Cup
Match is still much more than a sporting event — it is an
occasion for Bermudian artistry and performance.

Easter is another occasion for family and community
celebration all over the island. On Good Friday,

Above, left: Archetypal Bermudian vernacular consists of simple, quiet,

understandable, and timeless forms from a previous idealized life.
Photo courtesy the Bermuda Government

Above: These bottles, while not strickly architecture, nonetheless represent
the spirit of what is 21st-century vernacular and represent Bermudians'

need to celebrate the everyday.
Photo by Kristen Fernekes, © Smithsonian Institution

As one people we need to accept each other’s stylistic ways
of “celebrating” shelter, both when we share values in particu-
lar architectural forms and when we don’t. We need to be able
to accept — if not entirely understand — each other’s styles to
come together as one society.

We can start by being less critical of our built environ-
ment; such criticism is only divisive. We can stop trying to
“interpret” all of what we see and try to be less “educated” in
our judgments. We should recognize that putting up a building
is art — only keeping it from falling down is science.

James Tucker is a Bermudian architect and building arts researcher
who is currently working on a book about 21st-century Bermudian
vernacular architecture.

Bermudians fly kites, play marbles, and eat traditional
foods such as hot cross buns with codfish cakes.
Gombeys (costumed dancers) appear in the streets and at
the doorsteps of friendly families. Members of church
congregations across the islands dress their churches with
devotional offerings of lilies and other fresh flowers from
their home gardens for Easter Sunday, and island families
place new flowers in the pots and urns at the gravesites
of cherished relatives. Such Bermudian traditions reflect
shared values.

Nowadays most building in Bermuda is done entirely
by hired contractors; however, Delaey Robinson recalls
that in his childhood “when building went on...you might



hire a skilled person, be it carpenter or mason, if you
needed those additional skills. But by and large, the labor
was home-grown — neighbors, friends, and family. 1t was
very much a swap situation. Nobody had houses built

by contractors, so you always had [help], and of course
you reciprocated and helped people who helped you....

1 remember at Sandy Hill, weekends were devoted to
building. 1t was a long process to build a house. 1t took
months and months.” Ruth Thomas describes the
celebration at the end of the process: wetting the roof
with black rum demonstrates closure and expresses good
wishes for the house’s inhabitants. Although many fewer
homes are built collectively, Robinson, a member of
Parliament, has suggested that revitalizing this tradition
may help to make homes affordable to more people on
the island, reinforce family and community bonds, and
pass on valuable cultural skills and knowledge.

Bermudians are often at a loss to describe what is
unique about their culture because of all the influences
from various surrounding lands. They sometimes mistak-
enly conclude that Bermudians have no culture, that all
Bermudian culture is imported from England, the United
States, the Caribbean, and Portugal. But push them a lit-
tle harder, and Bermudians will remember their love of
the sea, travel, and enterprise; the values of civility and
hospitality; and their artful way with words.

Bermudians value the resourcefulness with which they
turn circumstances to their own use. In keeping with
their perception of constant risk yet relative good fortune,
they are realists, opportunists, and yet careful to acknowl-
edge divine providence (there are more local religious
establishments per person than most places in the world).
They endeavor to use every resource; to watch what and
who enters and leaves the island; to foster, nurture,
and manage connections between family and community.
They maintain clear borders between insiders and out-
siders. These values permeate Bermudian experience.
Bermudian culture shapes the island, and the island shape
Bermudian culture.

1 am proud of my own Bermuda connections.
Bermuda was my home for much of my early childhood,
and it was a pleasure to return. The island remains for
me a place of entrancing beauty, nurturing family,
friends, and enriching cultural experiences. 1 hope that
the Festival program and research that has supported it
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A farm worker examines a crop of lilies. The flower is traditionally grown at

Easter in Bermuda, for export and home and church decoration.
Photo courtesy the Bermuda Government #

contribute to the conversations through which islanders
are inclusively defining and affirming Bermudian culture.

Suggested Reading

The Bermudian, a monthly magazine on Bermudian history and
culture now in its 71st year, is an excellent source for more informa-
tion about the island's traditions and heritage. Here are a few other
publications that may be helpful in understanding the history and
scope of Bermuda's occupational and cultural traditions and the
everyday life of the island's residents.

Emery, Llewellyn. 1996. Nothing but a Pond Dog. Hamilton: Bermuda
Publishing Company.
. 1999. The Fires of Pembroke. Hamilton: Bermuda
Publishing Company.
Jones, Elizabeth. 1999. Bermudian Recollections. Hamilton: Bermuda
Ministry of Community, Culture & Information.

McDowall, Duncan. 1999. Another World: Bermuda and the Rise of
Modern Tourism. London: MacMillan Education Limited.

Robinson, Marlee, ed. 2000. Made In Bermuda: Bermudian silver,
furniture, art & design. Hamilton: Bermuda National Gallery.

Watson, Judith. 1997. Bermuda: Traditions & Tastes. Portsmouth, R.1.:

Onion Skin Press.

Ziral, James, and Elizabeth Jones. 1999. Insiders Guide to Bermuda.
2d ed. Hamilton: Royal Gazette.

Zuill, William S. 1999. The Story of Bermuda and her People.
3d ed. London: MacMillan Education Ltd.

Diana Baird N’Diaye, Ph.D., curator of the Bermuda Connections
program, is a Folklore Specialist at the Smithsonian. Researchers
James Ziral, John Zuill, and Ruth Thomas contributed invaluably to
ideas in this article in a series of meetings prior to its composition.
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What makes New York City unique? Distilling the essence of New York's
cultural complexity, summing up its vitality, richness, and energy is a
daunting assignment — one that calls for a good deal of hubris, or, in
the local parlance, chutzpah. But the New York I experience daily as a
folklorist and as a New York resident, a liveable metropolis of discrete

neighborhoods and overlapping communities, is rarely the one I see
portrayed by the media, read about in novels, or hear spoken of by tourists.

The 2001 Smithsonian Folklife Festival gives me and some of my fellow
New Yorkers a chance to describe how we see our city, to demonstrate its
traditions and trades, and to explain how New York can be simultaneously
both a global capital and a hometown. It provides a national platform

to refute the tourist’s refrain “I love to visit New York, but I couldn’t

live there.” Like me, millions of New Yorkers wouldn't think of living
anywhere else.



“"New York
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At first, it might seem like an oxymoron to talk about the
“folklore” or “folklife” of one of the world’s most modern
cities, but daily life in New York would be impossible
without this body of shared urban traditions, of collective
community knowledge, customs, historical memories,

and cultural understandings. 1t provides the basic ground
rules that shape how New Yorkers interact with their
families, their colleagues, and their fellow New Yorkers.
From subway etiquette to local street food to stickball
games, these traditions give New York City its unique
sense of place.

In addition to a shared urban culture, most New
Yorkers also have one or more reservoirs of specialized
traditional knowledge, which they have acquired from
their ethnic and/or religious upbringing, working in a
particular occupation, or living in a specific area of the

found in the city, but the complex ways in which they
overlap and interact. The physical landscape of New York
— the lack of space, the reliance on mass transit by peo-
ple of vastly differing backgrounds, neighborhoods which
are home to both the very rich and the extremely poor —
makes it impossible for New Yorkers to ignore the influ-
ence of “others.” From kosher Chinese restaurants to lrish
hip-hop groups to Mexican pizzas, cultures from all cor-
ners of the globe have influenced one another in New

York, in part because of their physical proximity.

Many New York communities are not ethnically
based. The city abounds with groups of people united
by occupational, geographic, or intellectual interests.
Depending on when you ask, the average New Yorker
might identify herself by the ethnic group(s) into which
she was born, the neighborhood she comes from (or lives
in now), what she does for a living, or what she does in
her leisure time. Thus, a Jewish Puerto Rican from the
Upper West Side (who now lives in Cobble Hill), who
works as a stock trader on Wall Street during the day and
spends her evenings at Indian bhangra dances in Queens,
can legitimately claim to be part of each of those sepa-
rate communities. The number of choices available in
New York is mind-boggling. The sheer size of New York
allows residents the freedom and, if they wish, the
anonymity to re-create themselves endlessly. This vast

oives the directest pr

were allowed to play in the streets even on the Sabbath.
Although New York has been the port of entry to more
Americans than any other city — a recent study estimates
that one in four Americans has at least one ancestor who

lived in Brooklyn — few Americans think of New York as
a typical American city. Why? Perhaps it can be traced A
back to a deep-seated distrust of urban life. From the
time of Thomas Jefferson and other early framers of our
Republic, through 19th-century reformers, to the rush to
modern suburban housing developments, ownership of

Previous page: Left, A worker's-eye view of buying, selling, and trading on the floor of the New York Stock Exchange. New York's occupational communities include
Wall Street. Photo courtesy the New York Stock Exchange Right, Championship stickball game in East Harlem. Photo by Nancy Groce, © Smithsonian Institution




land and renouncing foreign ties to become “fully”
American have always been the national ideal. Renting
apartments, remaining in ethnic enclaves, and using mass
transit have not. And if cities were inherently evil and
filled with recently arrived “foreigners,” no American city
was more evil or more foreign than New York.

Today, New York City is a metropolis of more than
8 million people. It consists of five separate boroughs —
Manhattan (New York County), Brooklyn (Kings County),
the Bronx (Bronx County), Queens (Queens County), and
Staten Island (Richmond County), of which only the Bronx
is located on the North American mainland. (See the map
on p. 47.) Contemporary New York is barely a century old,

— Walt Whitman

dating back only to the Consolidation of 1898 that united
Manhattan with the surrounding city of Brooklyn and
smaller towns and hamlets scattered throughout Staten
Island, Queens, and the Bronx. (Some Brooklynites still refer
to Consolidation as “The Mistake of '98.”)

New Yorkers rarely step back to think of their city as a
whole; rather, they mentally compartmentalize the city into
a series of more than 400 neighborhoods that function
almost as adjoining villages, each with a distinctive look,
history, and character of its own. To residents of New York,
the cafes of Manhattan’s Greenwich Village or the tree-lined
streets of Brooklyn’s Park Slope are light years away from
the pandemonium of Times Square, the suburban calm of

Shared use of public space sometimes brings New Yorkers from very different backgrounds together. The annual New York City Marathon runs through this Hasidic 3g

Jewish area in Brooklyn. Photo © Martha Cooper
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pocumenTine
NEW YOI'K’S CULTUIC

New York is home to hundreds of
cultural organizations that reflect
the diversity of the city’s ethnic and
community life. Some are large.
others tiny. It's impossible to list

even a fraction of them here. But

by highlighting a few. we hope to
suggest the richness and variety of
New York’s cultural landscape.

Museum of Chinese in the Americas
70 Mulberry Street, New York, NY 10013
212.619.4785 [ www.moca-nyc.org

Located in the heart of Manhattan’s Chinatown
neighborhood, the Museum of Chinese in the
Americas (MoCA) is the nation’s first profession-
ally staffed institution dedicated to the reclama-
tion, preservation, and presentation of the history
and culture of Chinese and their descendants in
the Western Hemisphere. Our goal is to document
and interpret Chinese American history by involv-
ing, telling, sharing, and eliciting “stories” and
memories from all our visitors. Since our opening
exhibit about Chinese laundry workers in 1984,
MoCA'’s exhibitions and public programming have
encouraged visitors of all backgrounds to explore
the complexity and diversity of the Chinese expe-
rience in the Americas. The museum'’s unparal -
leled collection and archives allow unique access to
photographs, papers, artifacts, artwork, oral histo-
ries, and research documenting that story. MoCA's
exhibits and programs are designed to promote
mutual understanding by educating people about
one of New York's oldest communities.

Chinatown, corner of Mott and Pell Streets, ca. 1930.
Photo courtesy the Museum of Chinese in the Americas

Queens’s Forest Hills, or the small-town feel of Staten
Island’s Tottenville. Cobble Hill in Brooklyn has very little
in common with Murray Hill in Manhattan, or Cyprus
Hills in Queens. Watching sailboats gently ride at anchor
off City Island in the Bronx seems a world away from the
bustling boardwalk at Coney Island. Every day, millions
of New Yorkers leave their neighborhood — and most
New Yorkers will tell you (confidentially) that their
neighborhood is the best — and travel across dozens of
other neighborhoods to reach their jobs, visit their
friends, pursue their education, or just look for fun.
Manhattanites journey to what they refer to as “the
Outer Boroughs” where the “b & t” (bridge and tunnel)
people live; residents of Brooklyn, the Bronx, Queens,
and Staten Island go to “The City,” which, many of them
believe, is overrun with snobs and tourists. By cognitively
mapping out New York in this way, as a series of intellec-
tually manageable neighborhoods, New Yorkers make
their city more comfortable, less overwhelming.

THE NEW YORKERS

So who is a New Yorker? 1f you were not lucky
enough to be born in New York, how long must you live
in the city to become a “real” New Yorker? New York has
always been a city of immigrants who, for the most part,
have welcomed or at least tolerated other immigrants.
Nowhere else on earth do more people from more varied
backgrounds live together in relative peace. Perhaps
because it has been decidedly multicultural from its earli-
est days, both 12th-generation descendants of founding
Dutch merchants and newly arrived Asian immigrants can
call themselves New Yorkers with equal validity.
(Personally, 1 think you become a New Yorker as soon as
you can name the important stops on your subway line.)

New York is experiencing a wave of immigration
unparalleled since the 1890s. According to the NYC
Department of City Planning, 794,400 official immigrants
settled in New York City between 1990 and 1996. That
works out to 15 people per hour and doesn’t take into
account perhaps as many as 500,000 others who have
settled in New York without documentation. Another
recent study found that 52 percent of newborns in the
city had at least one foreign-born parent. In the late
1990s, the leading homelands of New York’s newest resi-
dents were, in descending order, the Dominican Republic
(400,000 current residents were born there); the former
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Photo by Ed Grazda, courtesy the Citizens Committee for New York City

Soviet Union (240,000); China (200,000); as well as
Jamaica, Mexico, Guyana, Ecuador, Haiti, and Trinidad
and Tobago. There are enough Maltese, Estonian, and
Cuban-Chinese New Yorkers to support their own social
clubs and trade associations. Many of these newly arrived
New Yorkers will eventually move west of the Hudson
River, to the “real” America of cars, suburban malls, and
individually owned washing machines — but not right
away. First, their children will join one million other stu-
dents attending New York’s vast public school system;
and they will cross paths with thousands of other immi-
grants from myriad other cultures as they walk the city’s
streets and ride the subway. And in each new wave of
arrivals, there will be people who decide to stay in the
city permanently. Today’s New York is a palimpsest of
generations of New Yorkers who have gone before, leav-
ing their cultural marks, however faintly or vividly, on the
urban landscape.

In addition to immigrants from other countries, the
city has always been a magnet to other Americans who

Recent immigration has transformed and reinvigorated neighborhoods throughout the city, like this one in Flushing, Queens.

saw in New York opportunities, freedom, glamour, and
excitement that were lacking in their hometowns. These
“urbanites by choice” include several main groups: first

among them are African Americans, mostly from the South;

they were part of the “Great Migration” to New York in
the early 1900s, drawn by job opportunities and hopes for
greater personal freedom. (It should be noted, however,
that New York has always had a prominent African-
American community. As early as the 1740s, 20 percent
of the city’s 11,000 residents were Black.) Another great
influx of migrants was (and is) composed of the economi-
cally competitive and culturally gifted people who have
come to New York from America’s hinterlands seeking an
alternative to what they believed to be the limited oppor-

tunities and social conformity of mainstream American life.

Some stay for a few years, others stay for a lifetime.

IMMIGRANT CULTURE IN A GLOBAL CITY
New York’s vibrant ethnic communities are what many
tourists find most striking, perhaps because it’s easier to
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notice the city’s diversity than to appreciate it as a whole.
New York has always been an immigrant city, but today,
the very nature of immigration is changing. Many
Americans think that, like their own ancestors, contempo-
rary immigrants arrive carrying neatly packed cultural
baggage — stories, songs, customs, foods, etc. — which
remains on hand (albeit in storage) to be brought out

on holidays and special occasions to enrich their lives

and the lives of their children. This is still true, but only
in part.

Today, in the age of cheap and easy-to-use global
communications and inexpensive international travel, does
it still make sense to talk about immigrant groups being
removed or culturally divorced from their homelands?
Throughout New York, neighborhood bodegas (small
convenience stores) sell cheap overseas phone cards, well-
stocked newsstands carry the latest international papers
and magazines, and ethnic bars and restaurants feature
daily cable TV broadcasts from home. Modern technology
allows contemporary immigrants to maintain a sense of
connectedness to their places of origin undreamed of by
previous generations. Have we, as some suggest, entered
a “global” or “transnational” era in which peoples and
cultures flow back and forth across real and/or virtual

space in ways that make previous concepts about distance
and borders meaningless? 1t might be too soon to tell,
but speaking to a Brooklyn steel pan band that flies to
the Caribbean for monthly performances, or to Bronx
Irish musicians on their way to Dublin for their third
recording session in a single year, raises questions about
whether we can still talk about discrete local immigrant
communities. In our increasingly complex, technologically
sophisticated world, folklorists and other cultural
observers are struggling to develop new ways of describ-
ing the experiences of 21st-century immigrants, especially
in a city like New York.

When discussing the existence and transmission of
traditional culture in New York, neither the time-wormn
metaphors of “melting pot” nor “salad bowl” really work.
The city is more like a toaster oven: the central core of
ethnic traditions remains relatively stable, but there is a
good deal of melting and melding around the edges.
New York is enriched by thousands of talented tradition-
bearers who keep alive ancestral customs and ancient
traditions both by practicing or performing them for their
fellow immigrants, and by teaching them to American-
born students. Most of these students come from the
teachers’ own ethnic community, but many of them do
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“New York is a particle accelerator [for culture] — some things

stick together, others splinter and shatter.”

New Yorkers interested in any aspect of Black
culture generally begin their research at the
Schomburg. Part of the vast New York Public
Library system, the Schomburg is one of the
world’s great research libraries; its holdings are
devoted exclusively to documenting the history and
cultural development of peoples of African descent

throughout the world. From its founding in 1925

during the Harlem Renaissance, the center has

— Jon Pareles, music critic, New York Times

amassed a vast collection of over 5 million items,
including over 3.5 million manuscripts, 170,000
books, and 750,000 photographs, as well as rich
collections of recordings, sheet music, documentary
films, and oral histories. A cultural center as well

as a repository, the Schomburg sponsors a wide
array of interpretive programs, including exhibi-
tions, scholarly and public forums, and cultural

performances.




Based in Richmond Hill, Queens. this community

organization is dedicated to preserving, teaching,
and presenting the arts and culture of Indo-
Caribbeans from Guyana, Trinidad, and Surinam
living in the New York metropolitan area.
Supported by volunteers and private contributions,
the center’s work includes after-school education
and performance programs in traditional arts,
culture, and contemporary creativity. To accom-
plish our goals, Rajkumari works collaboratively
throughout the year with other cultural centers,
performance groups, individual teachers and
artists, theaters, museums, libraries, community
centers, and patrons.

Founded in 1994 by the late Kathak exponent, Sri
Gora Singh, and his sister, Pritha Singh, the center
has developed three full-length repertories of
Indo-Caribbean heritage arts, which are presented

at an annual musical dance-drama production. We

not — they are simply people who have come across an
art form or tradition that fascinates them and are taking
advantage of New York’s permeable cultural boundaries
to learn more about it. This used to bedevil scholars who
preferred to study unalloyed cultures, traditions which
were, for the most part, transmitted within a single family
or ethnic group. So where do we place a prominent
Trish-American fiddle player who is a French immigrant?
What happens when the leader of New York’s Norwegian
dance community is ltalian American? When an ethnic
community accepts an outsider as a “master” artist and
practitioner of its traditions, can we as outsiders dismiss
that artist as being merely a “revivalist”? Projects like
New York City at the Smithsonian give us a chance to
reconceptualize how we define traditional culture in light
of such 21st-century cultural issues as globalization,
transnationalism, and urbanization.

Cross-cultural mixtures are an inherent part of the
urban culture, especially in the arts. Impromptu mixing,
in turn, can stimulate new styles of performance and, in
some cases, lead to whole new artistic genres. For exam-
ple, it was in 1940s New York dance clubs that Puerto
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Photo by Nala Singham,

courtesy the Ra nari Cultural Center

have brought together and presented over 3o “custodian”
or master artists and created a network of major Indo-
Caribbean scholars, performers, and more than 5o Indo-
Caribbean community and cultural organizations in the
Tri-State region. In addition, we regularly present
amming at such major New York City institutions as
the American Museum of Natural History, Lincoln Center

for the Performing Arts, and the Brooklyn Museum.

Rican, Cuban, and African-American musicians met and
created Latin jazz, a style which later evolved into salsa.
And it was at block parties and street dances in the South
Bronx where, in the 1970s, practitioners of Caribbean,
African-American, and Latin dance and oral poetry tradi-
tions met to spark the development of hip-hop. Trish fid-
dle players who came to New York at the turn of the 20th
century with pronounced regional styles and repertoires
had children who learned to play a pan-Irish New York
style. Some of their New York Irish grandchildren now
play jigs and reels accompanied by West African drum-
mers, or interspersed with rap breaks. Where else in the
world would you come across a Chinese erhu player busk-
ing with a Dominican accordionist on a subway platform,
or hear a Senegalese-Colombian dance band? In New
York, where most people live in small, thin-walled apart-
ments surrounded by neighbors, many performances of
what were traditionally community-based arts take place
outside the home in public spaces where “outsiders” can
hear and potentially participate. To quote a local
expression, “It’s always something.” 1 would argue that
this “something” is what gives New York its energy
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and vitality — what makes New York, paradoxically, a
cultural reservoir for both the most traditional and most
innovative immigrant cultures.

OCCUPATIONAL FOLKLORE OF NEW YORK

Just as amazing as the diversity of its people is the
diversity of trades and professions that are practiced in
New York. More than just “practiced”: New York is the
global capital of finance, the arts, fashion, diplomacy,
and media. However, none of these trades are abstract,
disembodied entities that exist without New Yorkers. Nor
are they huge, monolithic industries. Even in a city as
large as New York, workers from each occupational com-
munity are bound together by folklore — shared customs,
stories, and traditions specific to their jobs. The 35th
Smithsonian Folklife Festival celebrates some of the many
trades and occupations that are traditionally identified
with New York City. We are honored that some of the
foremost artists and practitioners from the worlds of Wall
Street (finance), Seventh Avenue (fashion), and Broadway
(theater) have come to Washington to explain what they
do, how they learned their trades, and what it is like to
be a member of their occupational community.

For example, take Wall Street. Actually, as in other
aspects of New York life, there is no one Wall Street;
rather, Wall Street is a series of smaller, overlapping
communities. Wall Street workers do share some common
folklore — e.g., tales of the buttonwood tree, the wall
(Wall Street was named after the wall that marked the
boundary of 17th-century Dutch New Amsterdam),
eccentric millionaires, and the Curb Exchange. But the
tens of thousands of New Yorkers who work on “The
Street” also think of themselves as members of several
unique, though related, occupational communities, each
with its own history, expertise, and traditions. Traders on
the floor of the New York Stock Exchange (“NYSE”) have
different stories and traditions from members of the New
York Mercantile Exchange (“The Merc”). Members of the
New York Commodities Exchange (“Coffee, Sugar, and
Cocoa”) use expressions and hand signals unknown to
traders across the street at the American Stock Exchange
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A pigeon "mumbler” (flyer) “rolls out” his birds on a New York rooftop.
Photo © Martha Cooper

(“AmEx"). The distinctive folk traditions and histories of
each of these organizations give each its own sense of
identity, history, and culture. “The Street” quickly breaks
down into numerous smaller communities made up of
real people doing real jobs (as New Yorkers Charles Dow
and Edward Jones of the Dow Jones Average were). Like
other folk communities, Wall Street workers use orally
transmitted stories, narratives, jokes, and generations of
accumulated knowledge to do their work effectively. In
an industry where custom, tradition, personal relation-
ships, and trust are highly valued, the impersonalness of
Internet trading is more than an economic threat; it is a
threat to a centuries-old way of life.

The theater is another of New York’s major occupa-
tional communities being featured at the 2001
Smithsonian Folklife Festival. Since the 18th century, the
city has been the major hub of theatrical life in North
America. The city’s theaters followed the northward
expansion of Manhattan’s business district; by the turn of



the 20th century, the theater district established itself
along Broadway at Times Square (42nd Street). Today,
“Broadway” is synonymous with New York theater, and

especially with musical theater. (Even smaller theatrical
companies throughout the city acknowledge Broadway’s
preeminence by describing themselves as “Off-Broadway”
or “Off-Off Broadway.”) Behind every Broadway show and
its handful of star performers is an army of other work-

ers: chorus members, costume makers, dressers, set and
prop (property) builders, stagehands, managers, wardroom
mistresses, curtain manufacturers, ushers, pit musicians,
and lighting designers. In addition to a shared body of
general theatrical folklore, each of these theater crafts has
its own distinctive stories, skills, traditions, and customs.
“It’s like a small family around here,” a fourth-generation
New York stagehand once explained to me — as we
walked through the chaos of Times Square.

Another major New York occupation featured at this
year’s Folklife Festival is the fashion industry, which is

One of the co-sponsors of New York City at the
Smithsonian, City Lore was founded in 1986 as a
cultural organization dedicated to the documenta-
tion, preservation, and presentation of New York
City’s — and America’s — living cultural heritage.
We believe that our quality of life is tied to the
vitality of our grassroots folk cultures. to the
neighborhoods and communities in which we live
out our daily lives. In an era when mass culture and
commercial media increasingly press upon our
lives and threaten us with sameness, traditional
culture — whether our own or our neighbor’s —

is a resource we can turn to for renewed inspiration
and a better quality of life.

City Lore’s projects are dynamic and diverse,

much like the city in which we live and work.

Our programs include Place Matters (www.place-
matters.net), a citywide initiative to document and
advocate for local landmarks and cultural establish-
ments endangered in the ebb and flow of New
York's rapidly changing cultural landscape.

We are currently completing a Census of Places that
Matter to New Yorkers as a tool for advocacy and
preservation. The biennial People’s Poetry
Gathering (www.peoplespoetry.org.). a major
cultural event co-sponsored with Poets House,
highlights the city and the world’s poets and
poetries, focusing on the interrelationships among
folk, inner-city, literary. and musical forms. The
People’s Hall of Fame. an annual awards ceremony,
honors New Yorkers who contribute creatively to
the city’s folk culture. Media programs include
films and exhibits on subjects such as gospel
musicians and ethnic parades, stories for NPR,

and sponsorship of films such as Ric Burns’s PBS
series New York: A Film. Our extensive educational
programs with students and teachers include
integrating folk and community arts into the
classroom, operating a mail-order catalog of
cultural resources (www.carts.org), and national
staff development programs.




really a series of interrelated occupational communities,
each specializing in a different segment of garment
design, manufacturing, and marketing. 1t encompasses
designers, fashion models, and the production of interna-
tionally celebrated runway shows; young cutting-edge
clothing designers from the East Village or Brooklyn who
translate the latest inner-city street styles into the next
year’s trendiest fashions; and ethnic tailors and seam-

stresses who follow centuries-old traditions to provide
clothing for community rituals and celebrations. 1t also

includes tens of thousands of New York garment workers
who, like generations of New Yorkers before them, work

long hours at laborious jobs cutting, piecing, and sewing
clothing for local designers. Unionization and labor laws
have done away with the worst abuses of early 20th-
century New York “sweatshops,” but many garment
workers are still recently arrived immigrants whose lack
of English and technical skills limit other employment
opportunities.

The garment trade is still the largest industry in
New York City, and its size permits an incredible degree
of specialization that can only be hinted at during the
Festival. Along Seventh Avenue in Manhattan’s “Garment
District,” small signs in second- and third-story windows




advertise the presence of feather importers, button dyers,
mannequin makers, trim emporiums, fur cutters, and
shoulder-pad manufacturers. Many of these shops, which
are open “to the trade only,” have been in the same fami-
lies for three or more generations. (The longevity of many
family businesses in the city often surprises non-New
Yorkers.) By inviting to the Festival artists and craftspeo-
ple from various aspects of the city’s fashion industry,
many of them trained in multigenerational family busi-
nesses, we hope to give visitors an insight into a few of
the many traditional crafts that sustain New York as the
fashion capital of the world.
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One of the co-sponsors of
New York City at the

Smithsonian, the Center for

CENTER FOR

Traditional Music and Dance
(CTMD) works to celebrate
and strengthen the practice of
traditional performing arts, affirming the value of
cultural diversity as an essential component of our
national identity. Since its founding in 1968. the
Center has worked closely with ethnic communi-
ties throughout the NYC metropolitan region to
produce over 1,000 major artistic presentations,
including concerts, festivals, and national concert
tours, and numerous audio and visual productions.
Through our model Community Cultural Initiative
project, the Center researches, documents, and
presents the vibrant artistic traditions of New
York's immigrant and ethnic communities, and
offers technical assistance to traditional artists in
newly arrived immigrant communities. Drawing
on our extensive archival holdings and knowledge
of New York's grassroots ethnic music, and with a
grant from the National Endowment for the Arts,
the Center has just produced New York City: Global
Beat of the Boroughs, a double-CD compilation
recently released by Smithsonian Folkways
Recordings in conjunction with the 2001 Folklife
Festival.

Above: A costume maker at Barbara Matera's shop puts final touches on a

- flying harness that will be worn by a dancer in The Lion King.

Photo by Nancy Groce, © Smithsonian Institution

Right: Traditional ethnic foods made according to traditional methods are a
hallmark of life in New York. Here bagels are made at Coney Island Bialy and
Bagels in Brighton Beach, Brooklyn.

Photo by Annie Hauck-Lawson, © Smithsonian Institution

WHAT KEEPS GOTHAM GOING?

Thus far, 1 have been focusing on New York’s
diversity — how different ethnic groups, occupations,
neighborhoods, and activities co-exist and influence
one another. Perhaps it’s time to focus on the numerous
traditions, customs, and celebrations that bring the
residents of the city together.

Although New York prides itself on being the most
modern of cities, an important key to understanding the
“real” New York is to realize that, in many ways, New York
is a very old-fashioned city. Twentieth-century car-based
culture has had less impact on New York than anywhere
else in America. True, city streets are crowded, but much
of the traffic is comprised of trucks and taxis. Private car
ownership is low, especially in Manhattan, where street
parking is non-existent and garages and parking lots
often charge more than $300 per month. Many New
Yorkers never learn how to drive.

The lack of cars combined with the city’s long history
of high rents for small living spaces are among the factors
that fuel an active street life. New Yorkers walk, a lot.




Whether to get somewhere, run an errand, or just to find

a bit of privacy away from a small shared apartment, New
Yorkers spend a huge amount of time walking around
their city. Furthermore, since New York is, as one local
shop claims, “open 25 hours a day,” in most neighbor-
hoods you will see people “hitting the bricks” both day
and night. New Yorkers’ ability to weave their way
through crowds of oncoming pedestrians, or jaywalk
across a teeming avenue, is a local art form in itself.

The lack of private space encourages people to find
public places to “hang out.” In fact, hanging out is
something of a New York specialty. Public parks are
always crowded, but over the years, New York children
have developed numerous games from stickball to stoop
ball that are well adapted for narrow city streets and
sidewalks. Another great local sport, pigeon flying, has
always been especially popular in crowded, working-class
immigrant neighborhoods. Perhaps setting “flights” of
pigeons free from rooftop and backyard coops allows
their “mumblers” (flyers) a vicarious taste of space and

freedom they cannot find elsewhere in the congested city.

Stoop-sitting is another local specialty. In nice
weather, New Yorkers traditionally sat on their stoops
(from the Dutch word for “steps”: a steep flight of six to
ten steps leading up to the front doors of many row
houses and apartment buildings). Although stoop-sitting
is somewhat less common today, the lyrics of Edward
Harrigan’s 1878 song “Our Front Stoop” still resonate:

You’d have to run the gauntlet if ye were
walking by, / They’d have your family history
in the twinkling of your eye, / They’d turn it
over gently while they sit there in a group, /
They’d give to you sweet ballyhoo while passing
our front stoop.

If you're lucky, your apartment might also have a fire
escape, or even better, a “tar beach” on its roof. Some tar
beaches are actually roof gardens, complete with picnic
benches, flower pots, and fully grown trees; but most are
just roof, barren patches of very hot asphalt to which you
bring your own beach chair. The saving grace of many tar
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beaches is the view: from “up on the roof,” the city’s
magnificent skyline unfolds before you — a constant
magical reminder of why you live in New York. Of course,
it’s impossible for natives to think about the city’s skyline
without thinking about water towers, tens of thousands
of large, legged wooden barrels, slightly reminiscent of
spaceships. Local law mandates one for every building
over six stories in height, and in many ways they typify
the city New Yorkers see, but tourists overlook. This is
one of the reasons that the Festival has invited Andrew
Rosenwach, the fourth-generation owner of New York’s
largest water tank company, and his workmen to build a
New York water tower in the center of the National Mall.
The lack of space also affects city merchants and
restaurant owners, who pile their wares and set up their
tables on public sidewalks. New York has few shopping
malls and relatively few large chain stores. Department
stores such as Macy’s, Lord & Taylor, and Saks Fifth

Avenue originated and still thrive in the city, but daily
shopping, especially for food, is done very much as it
would have been done in the 19th century. Most New
Yorkers still go to the bakery for bread, the spice shop for
spices, the corner vegetable stand for produce, and the
butcher for meat. Going to a large grocery store for two
weeks of groceries sounds wonderful, but how would you
get eight bags of groceries home and up to your fourth-
story “walk-up” apartment? Anyway, where would you
store that much?

These restrictions make eating out a major local pas-
time. Small apartments with tiny kitchens and an endless
diversity of eateries, from world-class gourmet palaces to
hole-in-the-wall ethnic dives, tempt New Yorkers to eat
out regularly. Over the years, some ethnic foods with
strong city associations — e.g., bagels, pizza, pastrami,
and seltzer — have become American mainstays. Other
foods — e.g., bialys, hot pork buns, and coffee soda —
have not, at least not yet. Street food is a long-standing
city tradition. Today, “dirty water” hot dog and pretzel
vendors have been joined by Caribbean roti vans, Chinese
noodle pushcarts, Mexican shaved-ice hawkers, and
Dominican fried-dough sellers. What people eat, when

i 'The subway [is] like a safe lookin
‘ Through th

and where they eat it, and how they prepare it are shaped
by customs and traditions. But food is also an easy “way
into” other cultures. Although ethnic food shops are
often gathering places for ethnic New Yorkers to post

notices, get advice, and meet people who speak their lan-
guage, they are open to all. In addition to featuring great
cooks and food historians, the 2001 Festival focuses on
how two basic ingredients, flour and water, are trans-
formed by cooks from different ethnic communities to
create markedly different staples, ranging from breads to
bagels, pizza to Chinese long-life noodles and Indo-
Caribbean roti.



New York

Staten Island

rlass into the people, into the grittiness of New York.

ubway, people geta concentrated taste of what they think New York is like.”

Mass transit ties New York's five boroughs together. Elevated subway lines like
this one in Queens sometimes give passengers a magnificent view of the urban
skyline. Photo e Torin Reid

MASS TRANSIT: THE SIXTH BOROUGH

Another prominent factor that shapes and ties New
York together is its mass transit system. New York boasts
the world’s largest subway system with 714 miles of track
along 20 separate lines, and 468 stations. The subway
never closes, and it is supplemented by an extensive
network of buses, ferries, and trams, which also operate
24 hours a day, every day of the year. Unlike other
American cities in which members of the upper and
middle classes commute in the isolation of their own cars,
most New Yorkers use “the trains” at least twice a day.
On an average workday, the MTA (Metropolitan
Transportation Authority) serves almost 7 million riders.
Mass transit is New York’s sixth borough; but like all

—Torin Reid, MTA motorman

other aspects of city life, the subway could not operate
without the skills and knowledge of thousands of transit
workers. Listening to them talk about their jobs and doc-
umenting their experiences gives us a better idea of how
the city itself works and flourishes.

SPEAKING NU YAWK

Language and how language is used also distinguish
New York culture. There are numerous New York accents,
and attentive listeners can often identify a person’s
neighborhood and ethnicity by her speech. The “tough-
guy” Brooklyn accent is probably the best known of city
accents, although new accents are always evolving.
Historically, there is a citywide tendency for New Yorkers

Connecticut
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Fieldworker Wangsheng Li interviewed Dr. Wang Yu Cheng about Chinese herbal medicine for New York City at the Smithsonian.
Photo by Wangsheng Li, © Smithsonian Institution

to change “th” to “d” and do unusual things with vowels,
which some scholars believe comes from early admixtures
of Dutch, Irish, and Yiddish. Local pronunciations, such as
“Thoity-thoid and Thoid” (that is, the intersection of 33rd
Street and Third Avenue), have been parodied by genera-

tions of Hollywood scriptwriters.

As distinctive as accent is the way in which New
Yorkers use language. Most New Yorkers are highly skilled
in the verbal arts and will readily share their opinions on
almost anything, whether or not they're asked. In addi-
tion to speaking very fast, they often express their opin-
ions in the form of wisecracks. Using humor and sarcasm
to bridge the unknown ethnic, class, language, or social
divides that might exist between you and, say, your fellow
subway rider allows New Yorkers to initiate social interac-
tions without too much risk of being snubbed or getting
into an argument. Thus, New Yorkers trapped on a stalled
subway train are less likely to start a polite conversation
about the weather than to announce — to no one in par-
ticular — “So where’s the mayor?” 1f no one responds,

they can always go back to reading their newspaper. But
like as not, someone will have a rejoinder, and others will
contribute to the verbal jousting. 1t’s not a coincidence
that an unusually high percentage of American comedi-
ans, from the Marx Brothers on down, have been New
Yorkers. Contemporary American comedy, and especially
stand-up comedy, sounds so New York because it has
been shaped by New York’s regional culture.

PARADING CULTURE

Finally, it should be noted that New Yorkers are great
fans of public celebrations and parades. Much of the city
life is street life, and every year, New York’s streets host
hundreds of parades, block parties, ethnic and religious
festivals, and special events. There are several parades that
are unique to New York: the first is the Easter Parade —
which is not really a parade at all, but rather an informal
procession that starts around noon every Easter Sunday.
About ten blocks of Fifth Avenue are blocked off, and
thousands of New Yorkers, many of them wearing elabo-



rate homemade hats, come out to mill around and admire
each other’s costumes. Also unique to New York is the
“ticker tape parade,” a tradition that was created
spontaneously by Wall Street workers in 1886 to mark
the dedication of the Statue of Liberty. More recently, the
Greenwich Village Halloween Parade, the Thanksgiving
Day Parade, and the Coney Island Mermaid Parade have
become established features of the city’s calendar. Equally
important is the annual Labor Day Parade, which cele-
brates the diversity and power of New York’s craftspeople,
artisans, and occupational groups.

Parades, especially ethnic parades, provide New
Yorkers with more than a chance to dress up and go for a
stroll with friends. Parades are a way for groups to
demonstrate their power, political strength, and numbers
in a very public way. From the giant St. Patrick’s Day
Parade and Caribbean Carnival (which draws more than a
million people to the streets of Brooklyn every Labor Day)
to the more modest Norwegian Independence Day Parade
in Bay Ridge, the Ecuadorian Parade in Jackson Heights,
or the Pakistan Day Parade on Madison Avenue, parades
organized and presented by ethnic communities are an
annual reminder of the size and diversity of the city’s
population. They also give all New Yorkers a chance to
“check out” their fellow citizens, to find out more about
the many cultures that have found a home in their global
hometown. In a modest way, the 2001 Festival is
attempting to do the same thing.

The 2001 Smithsonian Folklife Festival celebrates just
a few of the innumerable manifestations of traditional
culture in New York City. More importantly, fieldwork
leading up to the Festival has allowed the Smithsonian,
working in close collaboration with city-based cultural
organizations and ethnic and occupational communities,
to document daily life in New York City at the turmn of the
millennium. Material collected during the course of this
research, as well as information recorded during and after
the Festival, will significantly enrich the Smithsonian’s
archival holdings about New York City. A century from
now, when scholars and writers want to know what it was
like to live in New York in 2001, to work on Broadway, to
drive a taxi, to trade stocks on Wall Street, or teach
English in a school filled with recent immigrants, they can
turn to the documentation collected by this project. Like
us, 1 believe they will be amazed by this amazing city.

Suggested Reading

Over the past four centuries, a staggering amount of
information has been recorded about the city of New
York. Writers, scholars, reporters, artists, photojournal-
ists, and memoirists have tried to document the city's
ever-changing culture in a continuum of works that
range from whimsical fiction to solid non-fiction.
Perhaps because of New York's size and complexity,
few commentators have attempted to address New
York's traditional cultures in a single volume. In fact,
the last folklorist to do so was probably Benjamin
Bodkin, whose New York City FolkLore (Random House,
1956) was really more of a compendium of historical
clippings than an ethnographic survey of urban life.

If modern scholars have failed to write a single
volume summing up New York's folklife, they have
recently produced a flurry of excellent books and
articles on various aspects of the city's culture: from
Irving Lewis Allen's The City in Slang: New York Life
and Popular Speech (Oxford University Press, 1993),
to John Manbeck's The Neighborhoods of Brooklyn
(Yale University Press, 1998), to Ray Allen and Lois
Wilcken's Island Sounds in a Global City: Caribbean
Popular Music and Identity in New York (Cornell
University Press, 1998).

If you-are interested in finding out more about New
York's traditional cultures, the Internet is an excellent
place to start. Visiting some of the Web sites listed by
groups highlighted in the "Documenting the City"
sidebars will provide a jumping-off point for locating
the latest research on the highways and byways of
city life.

Suggested Listening

In conjunction with the 2001 Folklife Festival,
Smithsonian Folkways Recordings has just released
New York City: Global Beat of the Boroughs, a 2-CD
sampler featuring traditional and urban-influenced
music from over a dozen ethnic communities
throughout New York City. The double CD is the first
release of a projected 10-part NYCD Series highlight-
ing many of the most prominent ethnic musicians and
musical traditions thriving in contemporary New York.

Listeners interested in New York's role as a magnet for
singer/songwriters might also be interested in another
recent Grammy-nominated Smithsonian Folkways
release: The Best of Broadside, 1962-1988: Anthems
of the American Underground from the Pages of
Broadside Magazine.

Nancy Groce, curator of New York City at the Smithsonian, is a folk-
lorist, ethnomusicologist, and fifth-generation New Yorker. She holds
a Ph.D. in American Studies and has authored numerous books and
articles on the city’s history and culture, most recently New York:
Songs of the City (Billboard Books, 1999), an overview of New York
City through 300 years of song lyrics.
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Masters of the Building Arts

From the soaring skyscrapers of New York
City to the adobe churches of New Mexico,

from the sturdy stone walls of New

England to the majestic monuments of the
nation’s capital, master craftworkers in
the building arts have brought enduring
beauty to our built environment. Working
in wood, stone, brick, and metal, in plas-
ter, paint, glass, and clay, they transform
designs on paper into three-dimensional
works of art. Much depends on their work-
manship and skill: on their deep under-
standing of raw materials, their careful
selection and use of tools, their mastery of
technique. The final product is the result
not only of their knowledge and abilities,
but also their creativity and care — their

will to excellence.

by Marjorie Hunt
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rtisans in the building trades share a deep
appreciation for the aesthetic value and
expressive power of technical perfection.

They delight in skill and find meaning and
pleasure in the poetic qualities of workmanship — in their
ability to craft objects of beauty and strength through
their special touch. Their great pride and creative spirit,
their love for their work, and their commitment to excel-
lence are manifested in a lasting legacy of architectural
achievement left behind for generations to come.

This program celebrates the extraordinary artistry of
craftspeople in the building arts and explores the many
challenges they face today as they work to preserve our
nation’s past and build for the future. The following
pages feature just a few of the many master artisans —
stone carvers, masons, carpenters, terra cotta artisans,
plasterers, blacksmiths, stained glass artisans, and adobe
builders — who have enriched our world with the work of
their hands.

Photo on page 50 by Morton Broffman

Masters of the Building Arts is dedicated to the memory of stone carver Vincent Palumbo
1936-2000



Vincent Palumbo

StoNE CARVER
WasuINcTON NaTioNAL CATHEDRAL, WasHINGTON, D.C.

“I come from generations. My father was
a stone carver. My grandfather was a
stonecutter. So practically there was
no apprenticeship for me. I was growing
in the trade.”

A craftsman of exceptional artistry and skill, master carver
Vincent Palumbo worked at Washington National Cathedral from
1961 until his death in 2000, carving hundreds of sculptures and
decorations — from whimsical gargoyles and grotesques to free-
standing statues and bas relief carvings. Born in Molfetta, Italy, he
was heir to the accumulated knowledge and technical mastery of
generations of stoneworkers in his family and community. The
spirit of creativity and excellence that infused his work lives on in
a monumental legacy in stone and in the hearts and hands of the
many young carvers he trained.

Photo by Paul Wagner

Konstantinos Pilarinos

ByzanTINE-STYLE WOODCARVER
Byzantion Woopworkineg Company, Astoria, NEw YORK

“You have to be able to find the design in
the wood from your mind. And then you
have to learn how to control the tools. You
have to have a steady hand.”

Konstantinos Pilarinos is one of the world’s great masters of the
Byzantine style of woodcarving, a tradition that dates to the 4th
century. With skill and patience, a steady hand and artist’s touch,
he transforms wood into sacred art, carving intricate altar
screens, bishops’ thrones, pulpits, and chanters’ pews for Greek
Orthodox churches throughout the United States. “I like people
to see my work,” he says. "I enjoy contributing to the Greek
community so that they can see what they have left behind. Even
in Greece, this is something special. There are only a few who
practice this art.”

Photo courtesy Konstantinos Pilarinos
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Joe Alonso

STONEMASON
WasHINGTON NATIONAL CATHEDRAL,
WasHIncTON, D.C.

"I neyer thought that as a mason I would
be building Gothic arches, setting tracery,
setting gargoyles. It’s just incredible to
think that I could do that type of work in
today’s modern world.”

Joe Alonso has worked at Washington
National Cathedral for 16 years, first as a
stonemason helping to construct this 14th-century-Gothic-style
structure and now as the mason foreman in charge of maintaining
and restoring the Cathedral’s monumental stonework, preserving
the beautiful craftsmanship of the generations of masons and
carvers who built the Cathedral over the course of nearly a
century. “To be the caretaker of all this masonry — of all the skill
that went into producing the Cathedral —it’s quite awesome,”

he says.

Photo by Matthew Girard

Earl A. Barthé

PrASTERER
Farr A. BarruE & AssociaTes, NEw OrLEANS, Louisiana

“You cannot do this work if you don’t
appreciate it. It’s some precious work.
It’s like a diamond, like a jewel, and
it’s for you to preserve it.”

Earl Barthé is a fifth-generation plasterer from New Orleans,
Louisiana. His 150-year-old family company specializes in
preserving old plaster walls and ornamental cornices for historic
buildings. “When I was a boy, my dream was to be like my father,”
he says. “I couldn’t wait to get a job with plaster.” Mr. Barthé takes
great pride in the lasting mark his family has left on the city of
New Orleans. “I take my grandchildren riding and I say, ‘See that
building? We did that.” We've had a hand in a lot of places.”

Photo by Jean-Paul Rico




David Adams

RestoraTioN CARPENTER
Avpams & Roy PreservaTion ConTRACTORS, PORTSMOUTH,
New HAMPSHIRE

“I'love to get into an old house, take it apart,
and discover how it was made.”

Master carpenter David Adams preserves historic buildings with
loving care and consummate skill. Calling himself a “craft
historian” and "building archeologist,” he reaches back into the
past to understand old houses and the people who built them,
reading the material evidence left behind in old timbers and chips
of paint, searching for the “hand of the craftsman,” striving for
historical accuracy and authenticity in his work.

Photo by Lynn Martin Graton

Jesus Cardenas

Terra Corta MODELER AND MOLDMAKER
Grappine, McBean & Company, Lincorn, CALIFORNIA

"I like the creativity and the challenge.
Every piece is different. You have to be able to
improvise — to figure out the best approach.”

With an experienced eye and hand, Jesus Cardenas creates
fanciful clay models of gargoyles, cherubs, scrolls, cartouches,
and countless other decorative elements used to ornament the
facades of buildings across the nation. He carries forward an
unbroken tradition of craftsmanship going back more than a
century at Gladding, McBean, the oldest continuously operating
terra cotta manufacturing firm in the United States.

Photo by Mary Swisher
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David “Stoney” Mason

D=zry StonE WaLL Mason
STARKSBORO, VERMONT

“When you start, Mother Nature tells you
where to go with it. I see the stones and where
to put them, and it just moves. It just grows.”

David Mason has spent 25 years perfecting the art of dry stone wall
building. A master of his craft, he delights in his ability to select
and place stones so that they fit just perfectly in a wall. "I like to
do a good job, the best I can,” he says. His passion for his work is
reflected in hundreds of strong, beautiful stone walls that grace
the landscape near his home in Starksboro, Vermont.

Photo by George Bellerose

Philip Simmons

Bracksmita
CHARLESTON, SouTH CAROLINA

“I'build a gate, I build it to last two hundred
years. If it looks good, you feel good. I build
a gate and I just be thinking about two
hundred years. If you don’t, you re not
an honest craftsman.”

For 70 years, Philip Simmons has forged metal into beautiful
ornamental pieces that bear the mark of his skilled hand and
creative spirit. His intricate gates, grilles, and railings decorate
the city of Charleston, where he has lived and worked most of his
life. At age 88, Mr. Simmons'’s greatest passion is passing on the
skills of his trade to a new generation of blacksmiths. “You got to
teach kids while the sap is young, just like you got to beat the iron
while it’s hot,” he says.

Photo © Milton Morris




Nick Benson

StoNE CARVER AND LETTERER
TuE Joun StEvENS SHOP, NEWPORT, RHODE IsLAND

"My style is a combination of my father’s
and my grandfather’s, and it's constantly
evolying. That development is what keeps
the passion alive.”

A third-generation stone carver and letterer, Nick Benson
specializes in hand-carved gravestones and elegant architectural
lettering for public buildings, memorials, and monuments across
the country. He learned his craft at the age of 15 from his father
John Benson, a renowned letter carver who left his mark on

such national treasures as the John F. Kennedy Memorial, the

Franklin Delano Roosevelt Memorial, and the National Gallery
of Art. A master in his own right, Nick Benson has received the

commission to design and carve the inscriptions for the planned

World War II Memorial.

Photo by Winnie Lambrecht, @ Smithsonian Institution

Frank Baiocchi

MARrBLE MasoN
Mrt. A1rY, MARYLAND

“I fell in love with the permanence of the trade.
It’s a great feeling to know that you 've done
something that will be here for a long time —
that will last even after youre gone.”

A marble mason for 40 years, Frank Baiocchi’s love for his craft
and his dedication to excellence are manifested in finely crafted
buildings throughout the Washington, D.C., area, including the
elaborate marble floors of Washington National Cathedral. Along-
time member of the International Union of Bricklayers and Allied
Craftworkers, he takes great pride in the precision, speed, and
care he brings to his work. “An expert marble mason, all he sees
are joints,” says Mr. Baiocchi. “We’'re looking beyond the colors
and the design. We're looking at the setting of it — the mechanics
of it. The challenge is getting everything to fit.”

Photo by Charles Weber, © Smithsonian Institution
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Dieter Goldkuhle
STAINED GrASS ARTISAN
ResTon, VircINIA

“You're always learning, always refining your
skills. You never stop accumulating a more
intimate understanding of your craft.”

Born into a family of glass tradesmen in northern Germany,
Dieter Goldkuhle has been making and restoring stained glass
windows for over 4.0 years. A master of his trade, he has devoted
his life to perfecting his art. His lovingly crafted work includes the
magnificent rose window, designed by Rowan LeCompte, on the
west facade of Washington National Cathedral. “To cut into a beau-
tiful sheet of colored glass — to make something that did not exist
before —there’s a tremendously satisfying reward coming from
that,” he says of his work.

Photo by Donovan Marks, courtesy Washington National Cathedral

Albert Parra

ApoBE BUILDER
AvLBUQUERQUE, NEW MEXICO

“It's a journey, a lesson in life. Every day

you re making adobe, it’s with a purpose. You
put some soul into it. It's a soul building for
me — there’s a whole philosophy of life.”

Albert Parra has been working with adobe since he was nine years
old. Raised by his great-grandmother in Old Town Albuquerque,
he learned the trade from an old-time master craftsman, Don
Gaspar Garcia. “He took me under his wing, and life was never
the same again,” he says. For Albert Parra, building with adobe

is a way of connecting to his family, his community, and his
cultural heritage through a rich tradition of craftsmanship going
back more than a thousand years in his local region. “"Heritage,
family, work — it’s all cohesive,” he says. “One becomes a catalyst
for the next.”

Photo by Elaine Thatcher, ® Smithsonian Institution

Marjorie Hunt is a folklorist and education specialist with the Smithsonian Center for Folklife and Cultural Heritage. She received her Ph.D. in
folklore and folklife from the University of Pennsylvania in 1995. Her extensive work in the area of occupational culture and the building arts
includes her recent book The Stone Carvers, published by Smithsonian Institution Press. Dr. Hunt is the curator of the Masters of the Building

Arts program.



The Builder's Art

His father talked with the master.
They agreed on the terms of his labor,
the moral cast of his instruction. Now
he walked, his little hand in his
father’s big hand, through the dusty
streets of dawn to the edge of town,
where he was left. An apprentice on
his first day, he stood among the tall
men: hair on their arms, bristly
whiskers, stained teeth, bright eyes.
Piled lumber filled the shadows, trim
ranks of planes lined the walls, heavy
benches bore mighty machinery.
Burly men bent and shifted elegantly
in the dim, cramped space, and he
stood, straight and silent, attentive.

by Henry Glassie
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ike the novitiate in a religious order who cleans
the latrines and ladles the brothers their soup,
he will find his place at the bottom of a
hierarchy, rigid for efficiency, learning when to
sweep and scoop the sweepings into the stove,
when to run for the hot, sweet tea, red
as rabbit’s blood, that keeps the men
working. Their words are hard and sparse. His response is
quick. He jumps, learning to hustle and wait, expecting
no thanks, squeezing into the cracks in their routine.

He comes first, waiting in the chilled dark for the
master with the key. He leaves last, sweeping up the
sawdust and curls of wood that will warm the shop
tomorrow, then standing by the master’s side, in the
dark again, when the key is turned. His role is to be
disciplined and busy, sweeping, fetching, sweeping,
with no complaint, piling lumber that seems neatly
piled already. In service, he learns about wood, the
range of grain and density, from pine and poplar to
walnut and oak and hornbeam. He learns the names of
the tools he is bidden to bring, mastering a technical
vocabulary that would satisfy an academic scientist.
Working around the work, he watches, enfolding the
gestures that he will emulate; the first time he is permit-
ted to drive a plane or crank a brace and bit, his body
holds the posture, his hands flow through the air in
familiar patterns. The words he needs in the ascent to
competence are few.

The master is

His learning is social. He sits quietly in the mansmell
and smoke, listening closely while the men at tea talk
about life, about gaudy sin and steadfast virtue. The old
rules of the trade, compressed into proverbs, are his rules
now. He submits, abandoning youth, becoming one in a
team unified by mature purpose. That blent purpose
directs him to know the materials. Wood teaches him.
Then tools teach him, beautiful sharp tools. As he learns
wood and tools, a technological tradition is built into the
growth of his body. Thickening fingers curl to the ham-

~mer’s handle. The plane becomes a new hand, jointed at

the end of his arm, and it darts and glides, smoothing
the faces of planks. A disciple, he kisses the hand of the
master who teaches him the nimble tricks of joinery and
counsels him on life, who will help him select the proper
girl for his wife. He belongs to an atelier, its tradition is
his, and he is ready for initiation into the deeper myster-
ies of the art.

With a place on the team, loving the feel of wood,
skilled with tools, a journeyman now, he is taught the
rules of proportion. Using a slick stick, scored rhythmical-
ly, he becomes capable of measurements that bring order
to architectural creations, relating the width of a beam to
its length, the length of a beam to the dimensions of a
room that will sit at ease within the balanced unity of a
house. He moves confidently between chaos and order,
transforming natural substances into useful materials,
then assembling materials into useful buildings. At his



master’s side, and then alone, he designs and builds,
directing the men who peg the lines and raise the walls,
while he squints and studies, testing by touch and look,
and perfecting with excellent instruments the finish that
signals work done well.

They begin to call him master, an honorific term of
address that cannot be claimed, seized. 1t must be grant-
ed by society in recognition of skill and wisdom. The
master is good with his hands and good with his mind,
an accomplished practitioner and designer. And as a mas-
ter, he oversees and judges the work of others, he man-
ages the business on which the livelihoods of all depend,
and he is obliged to teach, receiving wild boys and tam-
ing them to craft and life.

Holding in my mind real workshops from Turkey and
Pakistan, 1 sketch the system of the atelier, a system that
has combined production and education to create the
bulk of the world’s art, from basketry to goldsmithing,
from painting to architecture. Most architects have been
builders, trained amid work, working in teams, acting in
harmony with received ideas of social order — at once
stratified and cooperative — and employing a shared tra-
dition of technical procedure and workmanlike taste, of
usable form and meaningful ornament. The atelier, of
course, must be credited with most of the world’s build-
ings, the houses and barns and temples called vernacular,
but it has yielded as well many among the canonical
monuments of architectural history.

Rahmad Gul, master carpenter, Khwazakhela, Swat, Pakistan, 1997.
Photo by Henry Glassie

d practitioner and designer

<

Safeduddin, master carpenter, Peshawar, Pakistan, 1997.
Photo by Henry Glassie
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Chartres Cathedral would be on anyone’s short list of
Europe’s greatest buildings. When architectural historian
John James examined the old building with affection and
precision, he found no architect, no aloof consciousness
in command. Instead, James discovered Chartres to be
the creation of a series of master masons, whose habits
of hand and mind abide in the fabric. Chartres is the
collaborative consequence of different ateliers, each
distinct in its procedures, all unified by a culture of
theology, technology, and architectural idea.

The names of the masters of Chartres are lost. But
give the architect a name, a personal presence in the
record, and the ground of experience, the pattern of
learning and practice, remains firm. Consider Sinan. He
was born, at the end of the 15th century, in a village in
central Anatolia. Trained in a workshop, Sinan was
collected into Ottoman service, and marching with the
Turks in conquest, he rose from artisan to engineer,
planning bridges and roads, and encountering the
masterpieces of Mediterranean architecture as the empire
expanded through war. Named the court architect in
the middle of his long life, Sinan began designing the
innovative imperial mosques that make him, by my lights,
history’s greatest architect. Those same bold buildings
position him heroically in the minds of modern Turkish
working men.

Breaking for tea in the vaulted, shadowy shop,
today’s artisans recall Sinan’s origins when they tell of
the day he came to inspect the work being done on
the massive mosque he designed for his sultan, Suleyman
the Magnificient, in Istanbul. Sinan was 50, maybe older,
when he climbed the high scaffold, picked up a mallet
and chisel, and began carving to show a workman how
it ought to be done. He hammered, the stone yielded
gracefully to his touch, and he continued, remembering.
Limber muscles discovered the old grooves. Stonedust
powdered his beard and brocaded kaftan. For many
sweet hours, he lost himself into the work he had
mastered in youth.

Modern artisans celebrate Sinan’s imagination, the
talent for design he developed as a craftsman, when
they tell how Suleyman, anxious about the progress of
his mosque, came to Sinan’s home and found him lying
in bed, smoking. Outraged, the sultan asked how his
architect, his slave, could be stretched in repose with the
building yet unbuilt. The worker, Sinan replied, is always

Stone setting drawing, Washington National Cathedral



at work. At rest, letting his mind range free, Sinan had
solved the problem of the dome that would cap the vast
expanse of his sultan’s mosque.

Finally, modern workers affirm their values in the
story of Suleyman and Sinan standing at the gate of
Suleymaniye, the bright, white new mosque. Sinan hands
his sultan the key to the tall front door, inviting him to
be the first to enter. Suleyman takes the key, pauses,
ponders, and returns it to his architect, telling him to
open the door and enter, for there will be more sultans
in history, but never another Sinan.

Rural artisan, military engineer, imperial court
architect, Sinan began in an atelier, sweeping, watching,
learning materials and tools. Then, advancing by stages,
he became the incarnate fulfillment of the old system
of creation.

When that system faltered with industrialization, and
architects sought separation from builders, licensing
themselves and selecting artists, not artisans, for their
models, when the era we call modern broke into clarity,
conscientious critics, with John Ruskin in the lead,
mounted an argument against division in labor. Looking
back upon medieval wonders like Chartres, stunned by

Emin Ata, master stone carver, prepares a replacement for the railing of a
minaret of the Suleymaniye, Istanbul, 1985. Photo by Henry Glassie

their superiority to the buildings of the modern age,

the critics of the 19th century faulted the system of
capitalistic labor that segmented work by category, isolat-
ing the designing mind from the laboring hands.

Division in labor was not the problem. Complex
technologies are always divided, apportioned by task,
ranked by skill. Ignorance was the problem. When the
architect has not risen through the trade and has no grip
on tools and materials, when designers and builders do
not share understanding, when the architect’s knowledge
of the workers and their work is weak, then the architect
rises and the worker sinks. Become a piece of equipment,
a necessary embarrassment, the worker is, perhaps,
assigned the impossible, or, more likely, trapped in dead-
ening unsatisfaction. The system of creation is marked by
alienation, broken by ignorance. The cultural center does
not hold. Plans elaborate. Buildings fall apart.

How — it is our question — do the building trades
fare when the system of the atelier seems shattered, and
the architect, with Michelangelo on his mind, aspires to
the status of the artist? How is it for the artisan in our
world? The romantic critic answers with an accusation of
enslavement, righteously decrying the inhumanity of a
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system in which the worker, skilled and bright, sells
himself for wages and drifts in quiet desperation. The
apologist for capitalism counters that a bureaucratic
organization of labor is necessary if the architect is to be
free and the flow of cash is to increase. Neither argument
captures the contemporary reality. Let me suggest four of
the patterns to be found now, at the beginning of the
new millennium.

One pattern in our days is the ancient pattern of the
atelier. 1t is robust, thriving and dominant in many parts
of the world, despite the neocolonial thrust of globaliza-
tion. Tommy Moore, the mason in a farming community
in Ireland, sits at tea, his dinner done. His neighbor,
Paddy McBrien, walks into his kitchen, sits down, receives
hot, creamy tea, and says he wants a new house. Not a
house like his present one, but one in the new fashion,

like Eamon Corrigan’s. Fine, says Tommy, old builder of
houses. They have no need for plans; words are few. They
know what houses look like and how they operate.
Tommy suggests an additional door to ease internal
motion. Paddy agrees and sets to work, felling and dress-
ing timber, molding a mountain of concrete blocks.

One morning in a drizzle, Tommy comes, and the
two of them stand in the grass, at the midmost point
where the fire will burn, and, imagining the house around
them, they stake it out. Then when the skies clear,
Tommy brings his team of surly, hung-over young men,
and Paddy joins them, following the direction of the

Paddy McBrien's house, County Fermanagh, Northern Ireland, 1972.
Photo by Henry Glassie

master, who stands back and locates the windows and
doors by eye. The house goes up, and there it stands:

the conjunct result of Tommy’s skills and Paddy’s desires,
the meshed expression — as Chartres was 850 years earlier
— of a culture shared among the patron, the builder, and
a team at work.

Tommy, the architect, lives in the place, kneels for
communion with the patron on Sundays, sweats in the
sun beside his laborers. At the same time, elsewhere, an
architect sits in a cool office to draw a set of beautiful,

detailed plans. They pass to a builder in a hard hat who
strives to realize the architect’s dream by managing a
gathering of workers for whom it is a matter of wages,
and of pride.

In upstate New York, Dorrance Weir, a friend with
whom 1 played in a square dance band, took me on a
tour of his creations. A union carpenter, he built the ply-
wood forms for casting concrete. In any architectural his-
tory, he would be obliterated, reduced to a force at the
architect’s whim. But the soaring viaducts into which he
was absorbed anonymously, were, for Dorrance, grand
accomplishments. They prompted narration. He told me

American vernacular, Wintersport, Maine, 1978. photo by Henry Glassie



how he and his colleagues overcame the difficulties of
imperfect plans and ignorant bosses, using the skills they
had developed as seasoned professionals to build beauti-
ful and useful things that stood massively, opulently
upon the land.

The big construction sites you pass, muddy and rut-
ted, noisy with engines, swinging with cranes, afford no
public recognition for the men at labor in hooded sweat-
shirts. But working, now as always, in teams, they learn
and teach and cooperate, teasing the apprentices and
acknowledging the skills of the gifted. They stop for a
beer, then go home at night with more than wages. They

take some pleasure in the camaraderie, gain pride in a
hard job done well.

No matter how complex the plan or machine, there is
no building without skilled workers. No skilled worker
without a tradition of creative procedure. On the old site,
it was the man who could frame a mortise and tenon so
tight that the beam sung like a tuned string. On the new
site, it is the man who can skin a dozer blade right to the
line. The deft hand and sharp eye, the fused union of
mind and muscles, of tradition and pred<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>