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redits

Because this handbook was developed with the cooperation of so
many individuals and organizations, it is difficult to single out those
who were especially helpful. 1thas truly been a project of “many hands™
and "many ideas.” However, the publication would not actually have
been produced without the support and encouragement of the follow-
ing people:

Bess Lomax Hawes, Bob Teske, and Barry Bergey. National Endowment for
the Arts, Folk Arts Program: Joe Prince and Polly Stock at the National
Endowment for the Arts, Arts in Education Program; Marthalie Ferber, OPERA
America; Linda Constant Buki, Roger Abrahams, Jimmy Driftwood, Jim Griffith,
Bess Lomax Hawes, Tim Lloyd, Worih Lang, Clydia Nahwoosky, David Nelson,
Vangie Piper, Patti Valentine, Henry Wiliet, and Judith McCuliough, who were
among the original contributors to Roots and Wings; Alan Jabbour, Mary
Huffcrd. Margi Hunt, and Charlie Camp for pivotal discussions at the Library of
Congress; Judith Taran, Sam LoPresto, Dave Rumminger, Jane Tayior, Rhea
Smith, Frank Phillip, Casey Granton, and the individual teachers who worked
on Project F.O.L.K.: Norm Brown, Gordon Guyer, Martha Brownscombe, Mike
Tate, Rhonda Walker-Buckingham, Pat Hammerschmidt, Jane and Lee Taylor,
Don Jost and Sara Aldridge. and the many other staff members, volunteer
leaders and youth who have worked on 4-H FOLKPATTERNS:; John Cantion,
MSU Office for Research and Graduate Studies; Angeiica Gacesa. Country
Music Foundation: Wandra Polk. North Carolina Department of Public
Instruction: and the contributcrs who more often than not provided far more than
their written contributions—3ita Moonsammy. David Taylor, Liz Harzoff, Betty
Belanus, Nancy Nucz, Geoff Gephart, Annie Archbold. Glenn Hinson, Kris
Congdon. and Bob Teske.

The gsathering of materials herein was also facilitated by those indi-
viduals who responded to the call of Geott Gephart and myselt for
information: Madceleine Glvnn Trichel, Maida Bergeron, Naney Nuez,
Steve Ohirn, Egle Vietoria Zyvgas, Steve Siporin, Betty Belanus, Jennic
Chinn.Jim Grio the Joan Fricdman, and Loretta Van Winkie Rhoads.

Twao significant manuseripts paved the wav for this handbook. The
first, an unpublished manuseript entitled Roots and Wings edited by
Linda Constant Buki, provided the first overview of “Folk Artists in
Schools (FAIS)” programs across the country funded by the National
Fadowment for the Arts. With Buki's gracious permission, several
sections of that landmark manusceripthave been incorporated into this
handbook, The overall format for this resouree book has been influ
cneed by that developed tor WORKING IDEAS: A Guide for Decelop-
ing Suceesstul Opera Education Programs, which was developed by
OPERA Amcrica and Learning About Learning with support from the
National Endowment for the Arts. The very helptul cooperation of
WORKING [DEAS coordinator Marthalic Ferber allowed us to adopr
their tormai and to incorporate some of their materials,

asthv, gratetul acknowledgmoents are extended to the Michigan
State University Muascum and the Ngricultme and Fxtension
Fducation stalf who helped to see thisinto production: Jake Wamhott,
Mike Smith, Francie Freese, Judy Dalacgher, Gerna Rubenstein,
Kathy Parker. and office colleagues Yvonne Lochwood, kit Dewhuarse
and Ruth Fuzeerald
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introduction

In the past few vears there has been a tlurry of interest in folk arts,
which has led to the formation of a varicty of folk-arts-in-education
projects in both regular public education settings and in alternative or
nonformal education structures such as muscums, parks, community
festivals, 4-H vouth programs, Girl Scouts,and Camptfire Girls. On the
basis of the results of a number of studics and conference presenta-
tions, it became inereasingly evident that many of these newly devel:
oped projeets shared similar problems: (1) the lack of curriculum
materials related to folk arts in edueation: {2) the difficulties often
cncountered inintegrating folk arts and artists into a general or special
curriculum: (3) the difficulty in mainwreaming new approaches toand
theories on folk arts and artists irto education: and (4) the lack of
inforimation on resources availabl: to educators planning folk-arts-in-
cducation programs. This handbook has been designed to begin to
address some of these issues and coneerns,

The handbook has been organized in the tollowing way: chapterone,
“Folk Arts in Education,” provides an overview of the development of
folk arts in cducation programs: chapter two, “Reports from the Field.”
contains short reports from individuals who have developed or partici-
pated ina variety of folkearts-in-education projects and programs:
chapter three, "Resources,” is a listing of individuals and organizations
who could provide professional assistance for folk arts programming:
chapter tour, “Bibliography,” includes entries chosen to give general
overviews of folklore study and specific referenees to folklife in educea-
tion: and chapter five, “Glossary,” contains a short list of folklife and
cduciation terms. The remaining portion of this handbook contains
exeerpts from a wide range of materials developed tor folkarts-in
cducation projects. These exeerpts have been selected to show the
variety of formats, approaches, and curricutum models used in the
development of reeent projects. Facli seetion of excerpts hos been
prefaced with a short deseription.,

Basically, this book has been developed tor use by generat elassroom
teachers, arts cducators, muscum education staff, park interpreters,
recreation feaders, curriculum planners, folklorists, and directors of
folls artists in schools progrims. As a gathering of ideas and resourcecs,
will provide more aceess to information for those individuals who
cither wish to begin a new project ar strengthen an already existing
one. It hias been designed so that it can be continualbly updated and
tailored for individual or regional use. As a compendium of resourees,
this handboolisintended oniy as a reterence point - the development
and implementation of programsis ultimately up to those who believe
m the integration of traditional knowledge and skills imto basic educa
tional programs

vii
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Folk Arts in the World of Education

Over the past deeade, widespread
commercialization and popularization ot
folk arts have occurred in America. Popu-
Lir periodicals such as Family Cirele and
Good Houscekeeping liave been tilled with
artictes on how to make tolk art. where to
buy it. and how to decorate with it Folk
arts as a field tor scholarly investigation
has also recently experienced an explo-
sion of interest in oacademic arenas,
soawiing not only the development of a
wide assortment of approaches to the
material, but also an inercasinghy lirge
hody of data. With this rising scholarly and
general public interest in folk arts has
comie an effort to begin incorporating toth
arts into format cducational structures.

In 1976, the National Fadowment tor
the Arts initiated funding for a program of
folk artists it sehools (FALS). By 1086, the
number of FAIS or tolk arts-in education
(FATE) projects funded by both national
and state tunding programs had dramati
callv inereased. Bringing indigenous
teachers or traditional artists into more
formalized cducationat svstems has
hoecome one of the standard modes of
operation tor most follarts in education
pProgriams,

Typically, @ FAIS or FALE project con
ists of several phiases: (D) identitication ol
an cducational organization or progriam
in which to conduct a project: (2) fickd
work done by folklife specialist to iden
tiv local traditions and taditional artists,
() planming with cducators 1o develop

Cpropriate fornus for prosenting, hoth
the information and the artists in o strue
tured learaing systeme: and (1) the actual
presentation of artists or art forms. (Sce
Nddendum §tora more complete deserip
tons of FAIS FALE projects.) Generatly
the fothlorist ora trained presentor assists
in the presentation of the artistinorder to
provide hackground or contextual infor
mation about the artist or art tormi. Now

s "

j

that a varicty of modelsand approaches to
folk arts in edveation has been tried. the
process of evaluating these programs and
their impact has begun. By looking at
some of the strengths and weaknesses of
these programs at this point, it is hoped
that those probtems will be addressed.

Perhaps the most exeiting observation
by scholars about the value of folkarts-in-
cducition projeets has been the recogni
tion of the centrality of folk arts knowledge
to the development of a basic understand
ing of human cxpression in our lives,
CGlenn Hinson. @ contributor to this hand-
hook, provided a succinetappraisal of this
centrality:

When schoolichildren begin to move featured
performers from artists with a capital "A~ cr
‘eccentric old-timey " categories into the class
comprised of families and peers. a real break-
through is achieved. The key to this shift is a
democratization of artistry. a recognition that ant
need not be set apart in gilt frames or on prosce-
nium stages. The focus shifts from product to
process. from past to present, from cultural others
to cultural brothers and sisters. Breakdancing
joins the Virginia reel: paper airplane folding
stands alongside tatting: joketeling meets Jack
tale narration. Students ~ome to realize that they
too can be counted amrnong the ranks of artists:
they begin to view creativity in a new light. ufti-
mately recognizing that only final products—and
not underlying processes—separate the from
neighbors heretofore branded as different The
end resultis an initial steptowards cultural relativ-
ty. as walls of cultural misunderstanding begin to
crumble

Time and again, folk arts prodarammers
and cvaluators have found thae hringing
traditivnal arts and artists into the elass
roont helped to vahidate those expressive
behaviors of stndents and teachers, I the
hest of programs, art was shown to he not
stmphy something done by somcone else.
but tehat the students and teachers were
already doing Tnan extension of Hinson's




comparisons, joketelling met novel writ
ing, breakdancing metballet. The forms of
expression were reduceed to just that-—
forms. . .forms of music. of dance. of liter:
arv arts, ot theater, of visual arts,

Unlike art produced tor clite or popular
atdivnees, tolkarthasheen made to senve
the needs of a very localized and tradi
tional audicence. For the student who
might not casily identity with art that has
been produced foranother social class or
culture or in another region, tolk art pro
duced in the student's immediate environ
nient may be more consistent with his or
her other values, background., and knowl
cdge. By demonstrating the connections
among the local folk product. the mass
produced commeercial product. and the
avant garde clite products of art. astudent
ray be enabled to understiand the univer
sality of artistic production and may bet
terassessitssocictal orcatturally aseribed
valuations. In this wav, folk art can be the
stepping stone from the more tamiliar to
the Tess familiar in art production. The
study of folk art rounds out the view of
artistic expression within socicty: to ne
gleet one aspect—be it elite, propoganda,
humor, Kitseh, popular, elassical, ¢te, —is
to omita portion of the cirele. Knowledge
of all types ot art production can onlh
serve to enhancee the anderstanding of
cach torm initselr

Frvariably, tolk arves programs have
moved both studecss and ceachers tooa
areater aceeptance and understandimg o
thevarenesothunsm expression and acs
thetnie preference. Such aceeptance lies a
the root of the ftothlorst's conceern with
folldite curriculum development. as Dl
Fivires stated i his addressto the Nmen
can Follklore Society m 197 1

Succinet'y put. folklonsts peleve that capacity
for aesthetic experience. for shaping deeply felt
values ints meaningful apposte form. 1 present n
all communties, and will find some means of

expression among all. We do not disdain concert
halls, an museums, quiet libraries, far from it—
most of us are university scholars and that is part
of our work. But our work is rooted in the recogni-
tion that beauty, form and meaningful expression
may arise wherever people have a ~hance, even
ha'f a chance to share what they enjoy or must
endure. We prize that recognition above fashions
or prestige. And we see it as the way to understand
a fundamental aspect of human nature and
human iife.?

In o similar statement, Barbara
Kirshenblate Gimblettuniderseored the
vithidating process that tolk arts in educea
tion otfers:

A major factor in effective education is the inte-
gration of what is learned in the schcol with the
experiences children have in their homes and
communties. An equal chalienge Is the integra-
tion ofthe culture of the community into the curricu-
fum. While we want our chiidren to be exposedto a
variety of art forms and cultures, we do not want
themto be alienated fromtherr birthright, their own
herttage. And their own heritage is valuable. not
only because it is their own, but also because of
the importance of a strong indigenous culture to
the coherence of communty life. “Feeling for a
place is influenced by knowledge.” and folkiore
andfolk artconstitute the traditional knowledge we
have aboutthe places inwhichwe live Folk artists
are our indigenous teachers *

Although these statemoents provide
clearindicatnon of thevalue ot integrating
toll arts in cdncation, the process of
developing and implementing programs
tas not been withont problems. Project
site reviews by National Eondowment ton
the Arts consultants, studies by seholars,
and contributors to this handboold hanve
begun to note problem arcas that necd to
boeaddressed hetore the integration o tolk
artsin education can truly move torward
Problemscited hinve melnded too great an
ciphasis on Cobd timey”™ tradivons, Tack
of planming for posttunding operations,
Lich of fickdworh time, and Tack of qualy

-
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folklite specialists, Perhaps the mostsignit
icant problems consistently noted are in
the arca of teacher training, where there is
a lack of a developed methodology tor
teaching folklorc and appropriate curricu
Lo materials, Many think that the tuture
of tolk arts in education lies in the arcna of
teiacher preparation. Pnlike other disci
plines, folklore gradute studies programs
Jdo not vetincelude teaching methods
courses. Likewise, there are rew tolk ares
in cducation courses in art education
degree prograns. The challende. then, is
tor educators to find meaningrul wavs in
which toincorporate new information
about traditional knowledge into tormal
cducational structnres. Toaccomplish
this, cducators must work closely with rolk
hite specialists to intedrate indigenous el

tiad rosourees into the curriculum.

Many people hegin their work in tolk
artin education beciiuse of aninterest in
the arts. tolklite, childven, o in the guality
ot cducation. However, developing sue
cosstul progrmms that convey new and
accarate follv arts information and at the
sante time conmnplement or talfill general
cducation requirements with demand con
tinuons interaction between professional
folldife specialists and cdocators: The
anportant role that educators play in this
P rocess is elearh stared by Hinsone

Cerainly the most glaring problem facing for
ans programming today 15 the lack of curricuiar
ntegration and interpretive traiming Fartoo many
oresentations are rather heedlessly injected into
£1asses on-going courses of study. breaking the
nstructionai flow and consequently ehcting a dif-
ferentkind of attention from students Lacking firm
inks with the day-to-day curnculum. such pro-
arams ever run the risk of becoming glortied

show andtell sessions. periocs of mental recess
when pupils can ‘ock and listen but are rot
required 1o fearn That much of the teaching dore
dunng these times s handied by guests —bhe
they folwlonsts or antists~-oniy draws the dis.

N

course further from the everyday So.ey the
teachers can bring it back, tying the materia: 1
classwork in ways that both highiight its urigue-
ness and emphasize its ubiguty. C'early this:s ~;
simple task. It requires not only . nmitment bt
also an interpretive grasp of folklonc process an
product. And this in tu'n demands acesua’
training ¢

The opportunitios tor niaiing thic cor
nections, tor bringmge tradaenal fea
cdee and mdigenons teachors e 1l
cliassroont on other Ic;ll'nlllu sttt vy o
meaningtul way are legmm. but nnloss i
teacher has been adequately tomed ot
cquipped with methods and matenais i
process of intearatimg tolh ares v v
curriculum will tahe placo oy e
fashion. Goventrannmmg and cgoippe e
approprigte materiads and medcissode
tors should be able torarthor this o
of wha  Ihinson rotors oo e 1
cducation™

if such recognition of tradtona 2egress
on the part of students is Counter: 35 A wanr e -
consequence. then concomtant ungdersta .
on the pan of educators needs a sc tu v i
orated Forteachers aione commandtre e
continuty They car ft foikone preserty
tfrom the sphete of specia actvtes an
them apart in the midst of everyday ear 0 .
weaving references 10 communty anit a st
throyghout the year steachng 0y ok 270 U0t
tuntes alforded oy hondays » § Ha tane
Martin Luther King Day - 4 commar e
sacred perods G Black Hstrry Mertr e
discuss tradiion. educators car generaty wh «
ness foster understanding anc e tpr e
and community among their sturtants vy
‘0rsts and or artists appear hetore ~ ageoa v
prepared, they enter a fieid a-reacy puves o
sown nsteaa of break ng new Qroged ey
conrcentrate on rasrg the crars o
mngdsto anew eve of gty S e
2+05 way 10 rea edusat

O Conrse s prow s s e
Faneod wherr local o aare coren i,
-

A




councils, as i the case of North Carolina,
provide mandated curriculum guides for
the mcelusion of this information. When
local or state curricalum plans include
tolh arts, no longer does the choice for
integrating folk arts rest on the shoulders
of the interested individual teacher, but
rather on the svstemitself, However, until
there is g coneerted etfort to develop
aceeptable methodolgios and maternals
tor Tolklife in cducation. circulate those
miaterials, and provide more opportuni
tes forthe training of cduciators, the
development of folk arts in education will
Fineuish, As more data are accumulated,
itis inevitable that the study of folk arts will
contribute i significant wavs to suels
arcas as our knowledge and understand
my ot artand artmaking, human behavior,
or mdivdual and community identity
Now s ot too sooin to begin to examine
the wivs in which the study of folk artand
artists can contribute more signiticantly
to curriculanm improvement and
Joevelopment

Fhe tashbetore us thenistosech wavs to

foster communication between educators
and tolilite specialists so that America’s
indigenous teachers will play a meaning
ful role in the process of formatly educeat
ing our vouth. This volume, through the
presentation of collected information on
folk arts-in education models and mate
rials, is dedicated to that goal of furthering
continuous interaction between  tolklife
specialists and cducators.

o Correspondenee with Glome Thason, Moy 24
fONe

Dt Hvimes quoted o Barbary Kieshenbha
Comblott, A Accessible Nesthetios The Kole of
Follo Artsand the Foll Arristin the Currculuim .
New York Folklore, Vol 9. Noso V1 twanter
1983 o U7

A barbara Koshenblatt Gonblett, Ao Aceosable
Aosthenie Phe Rote ot Falle Soes and thie Fols
Aot i the Carnenlim . Nese York Falklon,
Vol Nas Vb iwanter 1983 0 1)

ocarrespondenee wale Slenn Hicoon N 0o
RN

SoCanespondonee woth Gilenn Thoson Ay 0

Fose

Porrtioms af this essiy wore st Proscnted at i
Comterenec on Folhdine and thie Fabhie Socton . Wosrornn
Beoaachy Danvcesiny, Apnl 17 200 Joss
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Reports from the Field

This chapter includes a series of reports given by individuals who
have been involved in the development, implementation and evalua
tion of folk arts-in education programs. Administrators, folkiorists art
cducdtors, museum curators, curriculum specialists all contributed
these informative reports which provide first-hand deseriptions of their
respective projects. Together these reports provide a useful overview of
folk arts in cducation projects conducted over the pastdecade.
Maorcover, the reports contain insighttul observations about problems
and suceesses encountered as well as valuable suggestions about the
Jdircetions folk arts in educition progrioms might take in the future.
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Report from the Field:

Annie Archbold,
Freclance Folklorist, Kentucky

During the carly 19SOs two tolk artise
in-cducation projects were conducted in
rural southeentral Kentuceky, Sinee the
delivery svstem for art Programs varies
from rural community to rural commu
nity in Kentucky, the folk-artist in
cducation project proved successtul in
linking conumunity resources to the edu
cational needs of the tocal school districts.
[n hoth programs, a trained folklorist
served s coordinator and warked with
school personnel in selecting folk arrists
and musicians, coordinating the schoaol
sehiedule, supervising the program, devel
oping teacacer resource materials, and
handling all of the publicity 1or the
projeet.

In Warren County during the 1980 S
and TOST S2 academic vears, six elemen
tary sehool sites were selected in various
locations, and in adjacent Barren County
the single county high school was the site
ot a semester fong project in the 1981 83
school vear, Betore the beginning of cach
school program. a tolk arts survey, funded
by the National Endowment for the Arts
and the Kentuceky Arts Council and coor.
dinated by folklorist Annic Arehbold. was
conducted. Following the survey period,
the two sehool systems applicd for arts-in
cducation funding frrom the Kentuceky Arts
Council. As oresult of this state funding.
the local pre )_iL‘L'(.\ were modeled Z”.lt'l' the
traditional Kentueky sehool projects
wheore visiting artists conduet residencios
in predesignated classrooms over o st
puriod of time.

Fhe program Worhedd
closelv with school admimsteators nd
teachers i cach county to doevelop 1olk
artust o education residencies thatticinto
the curriculum at the participating sehool
sites I the Warrern Couny schools tlic
seeond grade reading program included o
dollmaker, the math program teatured o
practicing quiltmaker for tourth grade

coordmator

1)

students, the fitth grade music curriculum
incorporated a folk music residency as
well as a folklorist explaining storveelling.
and the state history segment of the
seventh-grade curriculum involved work
ing with a local broommaker. In cach
case, the artists had to accommodite their
traditional methods of production and
presentation to fit the time, space, and
participant limitations impuosced by o
sehool and classroom environment,

At the Barren County High School site.
the school administration worked with the
folklorist coordinatorin sciccting art.,
music, and literature classes in grades
nine through twelve for the project. Dur
ing the tall 1984 semester, two folk musi
cians participated i the mixed grade
music program, a woodcarver and i chair
bottomer assisted with different mised
grade introductory and advanced visual
art students, and o weaver worked with
cleventh and oweltth-grade literature stu
dents, Throughout the high school proj
cet, the tolkiorist guided the school's jour
nalism students in documenting the
program on videotape and providing local
media coverage tor the project. As a
follow up tothe tollk artist in cducation
program, the project coordinator assisted
the journalism instructor in writing a
grant to the stte arts council for a video
artist residencey. With this funding, the
video artist spent part of the resideney

cperiod with the journatisne students pro

ducing a documentary about the folk ars
school program that used the footage shot
Jduring the folklife residencey project.

Unlike the tollow up at Barren County
Hhioh School whneh ineluded aovideo arnise,
the carlicr clementary school prodgrnms
concluded with an in school festival
cach site, The Purpomsg of the sehool fosn
val wis to focus on those students who did
HOt participate in the classroom residen
ciesand give them the opportunity ro view

Lo
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whitt had occurred during the project. Fol
fowing the folkarts programs the new per
forming arts center in the community
initiated its own arts in education pro
sram and cmployed four of the seven orig
inal participating artists. Unfortunately,
sincee the arts center program began, the
foiklite clementin the program continues
to diminish because of the turn overin the
project coordinators and the overall laek
of integration of artist residenciesinto the
whool curriculum,

Aot the individuals involved in the two
cducation projects were residents ol the
community in which thev conducted their
programs. Fach person discussed and
Jdemonstrated her his artform in relation
to the curricutum and then involved
reachers and students in ereating the par
ticubar foll art such as a broom or carved
object orin participating in legend welling,
storvtelhms, or folk music sessions, 1
el cise, the participants boecime stars
within their Tocal community.

Whilte the school residencey formuat is a
highly suceesstul method tor the artist to
inform and teach others about her hisart
form and for students to learn about the
artist, the residencey progrm is fess suc
cosstul in fulfilling the needs of the indi

vidual teacher. With this observation in
mind. the tolklore coordinator is working,
with the local arts center in Warren
(:()llll[}'[(H,iL‘\'L‘l()P(l summer teacher insti-
tute and follow up residency to assist
school instructors in integrating the arts
into their curricutum. With the current
cmiphasis in Kentueky on core curricutum
and state test scores of students, many
teachers want helpin learning to develop
fo'k arts progriams and new projects tor
their elassroom. Funded by a Kentuceky
foundation, the summer teacher institute
is designed to meet the needs ot the tocal
rural cducators,

In addition to helping weachers develep
their own elassroom projects, the summer
mstitute will also assist the local arts een
ter sttt in planning with instructors addi
tional residency progriams to he spon
sored by othe arts agencey. Institate
personnel witl help those teachers wishing
to initiate their own programs identity
artists and resouree materials for thew
project. Onee the sumimer teacher inst
tute is on going., avaricty of culturalissues
will be featured cach vear, Brinding
teachers together with artists in an inst
tute tormat should strengthen all artsin
cducittion progrims in the commumty.
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Report from the Field:

Betty J. Belanus,
Indianapolis Children’s Museum,
Indianapolis, Indiana

Thetelhdore-inrhe-classroom project
wis conecived by a group of Indiana folk
lorists, chict among them Nenia Cord, an
adjunet protessor of folklore at indiana
Universits, Kokomo. The idea was to insti
tute atolkiore program for school teachers
which would successtully integrate fo'%
lore into the existing corricubum of cle
mentaryand secondary sehools, Cord and
the other tolklorists involved perecived
that " Folic Arts in the Schools™ programs, a
number of which had been carried out in
Indiana, treated tolklore s “frosting on
the cake™—ica nice trill as fong as the
prodgram lasted. hat with no permanent
ettect o the curriculum of the sehool. The
tolklorists enlisted the aid of Indiana
Historical Burcau Dircetor Pam Bennert,
who hiad a4 dood understanding of the
naterials ot tolklore and saw theivvalue in
cilucation.

Fwas involved with the project from the
ST TS my capacity as folk arts coor
dinator for the Indiana Arts Commission
and Lier as project coordinator. .\ grant
was addressed o the Indiana Committee
for the Humanities, with support from the
Indiana Historical Socicry as well as the
Historical Buresa

From the planning stages, teachers and
other educarors were imvolved in the proj
cet N\ guesticainaire was sent to all super
intendoents gaugingd interest m the project
and gathering names of interested ind:
vidualteachers. Twointerested eduen
Joo Mathias, an clementary school
principal from Kokhomao, and Jean
Gornand, a high school teacher from
Finntington

toers

woere chiosen s advisers 1o
the project. Both of these edueators had
nsad fothdore mzterls conaelared “hor
e meaaterilsyin their sehools and were
mterested i the topie

The goals of the progect. as stated in the

grantapplication, were “tomtrodoee pub
e sehool teachers to the subject of tolk

lore and to offer practical uses of folklore
in the elassroom in a variety of subjeets.”
The plan to achicve these goals was to
carry out six regional workshops “de
signed to tamiliarize teachers with folklore
matcerials and to involve teachers in
exploring creative uses for the materials ©
In addition. a workbook was planncd
“expanding on the material presented in
the workshops,” which was to include
excreises, illustrations, and forms which
could be duplicated tor classroom use.

The project was divided into two phases.
I Phase 1 the workbook was to be com
piled, and an initial workshop wis to he
implemented. In Phase L then the rest of
the workshops were to be carned out, and
workbooks distributed. Six academicaltly
tained folklorists were involved in plan
ning and writing the workboolk materials:
myselts Barbara AMlen (Notre Dame
Foiversity), Inta Carpenter (Indiima
University, Bloomington), Catherine
Swanson (Indiana University, Blooming
ton). Nenia Cord (Indiana niversity,
Rokomoy, and Susanne Ridlen (Indiana
University, Kokomo), T acted as general
cditor of the workbook miaterials.

Y major problem arose when the iitial
workshop fell through, hecause of very
simaldl enrotiment. Although the workshop
win rescheduled and subsequenty was
very sueeosstul, the rescheduled dare el
after the deadline of the Phase 1 applica
tion of the grant, and therefore no
“rosubts”™ were avaikable to e granting
avcney at that time. Thus Phase 1ol the
grant was not funded, and the ides to do
the tve renming workshops was shelhved

Phase 10 however, had produced the
teacher’s workbook, wlhieh has become o
very popular publicanon. Becouse ofmput
from teacher advisers, the workbook
retlected teachers” necds i formea and
lingnage to which they could rebate. The
workbook s avinlabte o o three hole

-’ N
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punched forimat so that exercises can be
removed for duplication and matevial can
be added or llpd:l(ud as needed.

The workbook is divided into three sec
tions, The first mtroduces the teacher to
the materials of tolklore, otfering a work
ing definition of folklore, discussing
conires of folklore, explaiming where tolk
lore can be tound. and explaining the
concept of tolk culture, The second sec
tion is divided by discipline: history and
socinl studies, English and limguade arts,
math and saenee. Fach seetion explaims
the relation of folklore to the other disci
plines and suggests wavs to integrite tolk
lore into classes in these disciplines, The
final section is entitled “Folklore and
[ssues in Education™ and covers such top
oS using follhlore to hetter understand
Jdiverse cultares, our modern world, and
thestudents own community. Appen

Jices include an indes, a bibliography ot

[ndiana tolklore, and a section on conser
vation of photographs and other historie
materals, Todate approsimately 600
workbooks have been distributed. includ
ing complimentary copies to every public
library in the state of Induina.

The initial workshop took place on o
Fridav eveningand Saturday morning and
Attertioon two maonthis after its originalhy
planacd dateand drew about A eachers,
muscun cducators, and othor mtereseed
mdn ndads S phomad, the sis talhdorses

involved inthe project presented material
following the format of the workbook, and
the group was divided into small groups for
excreises and discussion atter cach presen
tation. In addition. three “reacher
presenters’ gave presentations on the
wavs they had used tolklore in their cliss
FOONIN, .\1:111_\' pn.\ili\'L' commienis were
made in the evaluations of the workshop.

Although the project fell short of the
original plan. the idea behind it was—~und
still is—a good one, The participating folk
lorists and teachers teel strongly that it
fothlore is to have a place in the classroom
it will live to be integrated into the cur
riculum by teachers. Also, the choice o
seok funding from s hunanitios granting
ageney instead of tic Arts Commission
WS conscrous attempt to inelude niate
rial outside of the realm o Folk Artsin the
HL‘I]‘N)]\,“

The iden of carrving out future work
shops. or dn service training programs,
Based on the workbook materml las non
been totatly abandoned. The Indiana
Historical Burcaun and the Indiana His
torical Society still have an interest in the
projcet. The upcoming “Hoosier Heritage
SSTactvities in the state may spur further
interest in the project. lrany caseomany
aspects of this exporinient were positin e
and may o serve as aomodel tor othar
P]'« ng-[«.
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Report from the Field:

Kristin G. Congdon,
Assistant Professor, Art Education,
Bowling Green University,
Bowling Green, Ohio

fn May of 1983, 1 completed my doe-
toral work at the University of Oregon.,
thus finishing mv dissertation on v\
Theoretical Model for Teaching Folk vt
in the Art Education Setting.” While Twas
doing my graduate work, I taught several
children’s classes at the Maude Kerns Art
cCenter in Fugene e scemed appropriate
that during the summer of 1983 | should
try out thisapproach to teaching folk art to
chitdren. The art conter readily aceepted
my offer to teach a free, one-week elass to
saven to tenvear olds inexchange tor
their parents” permission to photograph
and tape vecord the elass discussions.
Fach child paid a ab fce of S7.00. The
cliss met for two hours a day and had an
cnrollment of 14 chitdren (two studenis
over iy suggested Timin), Beciiuse two
maothers were so enthusiastic about their
vounger child’s abilities, one five vear old
and oo sivovear old were pernnitted to
cnroll,

The comrse was described asaocliss that
would involve both are appreciation and
studio activities. Nlthough the fickd of ant

cducation has stressed the importance of

teaching archistory and arteriticism sinee
19GOS the majority of art educational set
tings center their teachmg on studio pro
duction. The bricet course deseription
clearly stated that the students would
develop skitls inart eriticsm, acesthetios,
and folls art history, as well as engage in
studio activities. I the past,are teachers

have given hitde attention 1o the study of

toll art. resulting in oat ol contest, nyis
o derstood representations of totem
poles. hachma dollsand sumilin objecrs
In order to avoid this travesty, D spent the
fiest hour of cach day m aeliass discussion,
viewing art objects and slides of foll an
processes and produocts

Fwas tortunate to have reaped the beng
nes of aovear's fieldwork m Oregon nnder

the direetion of Suzic Jones Hundreds of

stides, documenting the process, product.,
and context of Oregon's folk art, were
available to me in the Randadl V.o Mills
Archives of Northwest Folklore. The
results of this research culminated in the
show “Webtoots and Bunchgrassers: Folk
Art ot the Oregon Country.” Each student
wisable to personally identity with several
ol the Tolk art processes presented. Among
them were the arts of covered bridge build
ing. sheep shearing and spinning, whit
ting and chainsaw carving, saddlemak
ing. rug hooking and braiding. violin and
bhasket making, and cradleboard ¢on
struction. The focus of the elass was not so
much on a specitie folk art form and
attendant processes, but rather on the
appreciation and understanding of the
coneepts of culture tradition, and folk art.

Students began to sece theniselves as
members of folkk groups, participants in
various cultures, and communicators of
traditional values. This approach resutted
inca scarch for selt identity, Students went
home to discuss their ethnic heritage: they
bhegan toidentity with the tarm life or log
ving traditions in which they were being
raised: and they began to ask family
moembersabourwhitthing, theirlove ofvio
e music, and the ftunctions of famih
awilts. One adopred givl began to ask
coout her Cherokee hertage withe pride.
Her parents said she had notshown much
interest betore, Another student reveaded
that her mother had o tittoo and went
home to ask her what meaning it had for
het

Studentshocan tosee tollhvart asamaode
for communreatimg traditional values
which the creator saw as important They
also bedan to vadue the formal aesthetic
quabities in the manyart forms presented
Fhe visual clements of tine, shape, form,
hatanee and color for example, could be
discussed much as one would doin any
othorart class, Visual and personal stimu

~ U )
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lation and retlection were then used to
help direet students in making an art work
that was visually pleasing, using some ot
the approaches of the follk artists. In so
doing. the students realized that they
would be making something ditterent, an
art work that would not necessarily be
considered folk. Students learned to card
and spin wool on drop spindies made by a
local folk artist they ereated large collages
from a variety of plain and printed papers,
based on traditional quilt patterns: and
they ereated serimshaw like drawings in
plaster, based on stories they wanted to
tell,

The elass was short, but successind, Par
ents visited and remarked on how mueh
discussion ensued ot home atter the elass,
Al the students enjoved seeing the many
art works and stides that were presented.
This wis o time for them to share, The
Jdiscussions were as important to them as
the art activitios. Students shared marvel

ous stories about sheep raising, logging,
and mining. Fach of these tales could be
brought back to the discussions onfolkart.
We were talking about them, their class:
mates, and their neighbors,

I have not had the opportunity to teach
another class like this one. Instead, T have
been training art teachers and prospective
art teachers to teach about folk arts using,
this basic approach. | find that most art
cducators want to teach about folkart. but
they simply do not know how to begin,
This methodology can casily be used by
focusing on specitic art formsaswellas the
eeneral ficld of folk art, but students still
need 1o be trught about folkart within the
framework of the traditional vidues and
meanings of the processes and products.
Using this methodology in the study of tolk
art has helped teachers approach all forms
of the visual arts in a multicultural manner
and has enconraged them toteach the fine
arts in their cultnral context as well
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Report from the Field:

Geoff Gephart, State Folklorist,
Indiana Arts Commission,
Indianapolis, Indiana

While working as statt tolklorist for the
West Nebraska Arts Center inocottsbiutt, |
direceted tour tolk-arts-in-cducation proj.
cets: three within the Scottsblutt City
School Svstem and one tor the rural
Scottshlutf County Schools. In addition,
I served as ficldworker presenter in
another project tor an adjacent county's
Fducational Scervice Unit. The tocuses of
these projects varied widely, depending
on the students” interests, grade leveis,
and the characteristios of the individual
schools, The projeet T will desceribe here
was carried out in 14 Scousbluft area
schools during the 1983-84 school vear
and involved the tourth grade classes of
sehiools in both rural and city settings.

Scottshlutt residents, in general, exhibit
a4 strong awarcness of their region’s West
cern heritage, Cattde ranching is a major
industry, and the presence of many cow
bovs, ranch hands, and catdeme o rein
forces the distinetly Western tlavor in the
arca. Inaddition, diverse ethnicity s
apparcnt in the abundance of Volga
German, Moxican, Gzeeh, Greek, and
Japanese surnames. Many Scotsbluft
children are nlll)’ ONe Or tWo generattons
removed from the ancestors who origi
nally sewdded the arca to work the raitroads
or ficlds of sugar beets and edible beans.
Conscguentlyv, studentes stith manifest
strong tentification with their echnice
hervitagesand arein constantcontact with
older reliatives who rennd them ot their
rools

AN aoresudt of these factors, the maost
cticenive programs conduacted i Seots
Blott were those that nde use of 1olk
artsts who practiced distuncety Western
tradhitions orwho punveved the traditional
arts of ethinie groups of which students
were memboers, Other residencies usinge
mare Cpenene’ art torms (ganltung, can
ime. old time tddling). thouweh well

for

reecived, were less dramatcally sue
cesstul.

Planning tor the 14 school residencies
began with mectings with participating
teachers. Most of the schools had only o
single tourth grade class: tor the few
schools that had more, teachers agreed to
combine their elasses to simplity schedul
mg ot the tolklite activities. During these
planning mectings (two or three at cach
site) Fpresented and explained hasic tolk
tore concepts, helped teachers develop
reasonable cducational goalstor the activ
ities, gave an overvicew ot previous tolk
arts in ceducation projects carried out in
the arca, and outlined some of the tradi
tional arts, crafts, and occupational skills
that were to be found in the region and for
which demonstrators could probably e
focated. Teachers then seleeted o trads
tionalarttorm to be demonstrated during
the three dav residencies, This process
provided me with guidelines for the selee
tion of previousty identitied folk artists and
indicated art forms tor which Iwould have
todo additional fickdwork to tocate practi
tioners who would work with us in the
residencies,

During the four week period throughont
which identitied and scheduled tolk
artists tor residencies, the participating
teachers prepared lessons around cach of
the traditional activities that would he
proesented in their classes. Fourth grade s
the vear in which Nebraska history s
taught statewide, and every etfort was
made to encourage teachers to tie the
seheduled activitios to some aspecet ot
Nebrasha istory settlemont, the rise of
the cattde mdustryimmigration. trendsan
acriculture. and so torth

Atrentre week was set aside tor cach
seliool’s resideney Before cach sehool's
l‘('\illu'llt'}' woch, teachers [H'U\Ulllk'd the
lessons they had propared to provide a

-~
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historical and social context for the tradi
tions to be demonstrated.

The Monday ot cach school’s "Folk Arts
Week™ was set aside for my introductory
stide presentation, “Folk et in the
Nebraska Panhandie.”™ The presentation
give an overview of the various types of
folk arts extant in the arca and explained
to students the coneepts of tradition, heri:
tage. community, and other ideas neces
~sary to the appreciation of the tolk artists
who would be participating, Teachers led
ioltow up discussions based on the mate
rinl presented in ihe shide show. The three
middle davs of the week were devored to
the tolk artist residencies, two oi which |
will deseritbe below. Finallyv, Friday was
devoted to various tollow up activities: the
preparation of exhibits ot items eratted by
students during the residencies: the com
pilation of student interviews with tolk
artist celatives into booklets that could be
distributed to families and teHow students:
and adav tong “folkarts testival " held ina
sehool cafeteriaL teaturing practitioners ot
traditional arts and cratts from students’
Familios, clisses, and neighborhoods.

One of the resic neies took place in a
rural sehool serving students from ranch
famihies. Because of the immense interest
among the students in cowboving and eat
tle, the teacher had sceleeted conbov and
bronds inspeetor John Bilby as the resi
dent tollk artist. Prefiminary fessonis had
deatt with the history of catde ranching in
Nebrasha and the disparity between the
Hollvwood cowboy and the real thing,
Johm spentehe tirst day tathing to students
about branding. brands inspecting. and
his eaperienee s a rodeo conbovo Onthe

seeond day he brought his lariats and two
roping dummics and demonstrated the
skills of “heading™ and “hecling™ a calt,
giving cach studenta chance totry. On the
final dav .John brought onc of his roping
horses. tatked about caring tor a cattle
pony., and demonstrated horseshocing,

One of the participating city schools wis
focated in a section of town inhabited
largcely by Mexican-American residents
and scasonal migrant workers. The
teachers had chosen pinata maker Osean
Xamirez as the totk-artist-in residence.
Osear spent the tirst day tatking about his
vouth in the border town of Laredo, Texas,
his migration to Nebraska, and his lite
there He also constructed two pinatas.,
Although most of the students were tamil
iar with pinatas. they were tascinated by
the unusual split bamboo frame pinatas
that Oscar had learmnmced to make as a boy,
and enjoved helping him prepare the
materials for their construction, O the
final dav the class held a minifiesta for
which Oscar’s wite, Christina, prepared
traditional Mexican foods, Once ot the
pinatas was hang and broken in the tradi
tional ceremony.

The resideney projeet that | have de
seriboed was funded parthy with funds irom
the Folk Arts Progrant of the National
Fondowment tor the Arts and partly by the
school corporation and was organized by
the arts conter tor which T oworived.
Response trom parents and community
members was almost universally positive,
and simitar residencies have heen con
Jueted annually in Scotrshluft arca
sehools sinee that time
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Report from the Field:

Elizabeth Harsoff,
Folk Arts in Education Coordinator,
Ohio Arts Council, Columbus, Ohio

One of the most exeiting projeets that
the Artists in Education Program of the
Ohio Arts Council has helped sponsor
took place at Oviler Applied Arts Academy,
a public clementary school in Cincinnati.
The project developed out of an ongoing
relationship between o local storveetier
and the school, The arts council was
mvolved for two vears, but the schoolb’s
involvement with traditionalarvts hoth pre
and postdates those vears,

Ovler is focated in Lower Price HHIL
neighborhood that is populated in larde
part by people from Appalachia. Teis part
of i corridor through which many people
pass on theirway tojobs in Ohio, Indiana,
and Michigan. The neighborhood popula
tion is thercfore somewhat transient, as
well as poor, displaving the accoutre
ments of cconomic hardship: tood pan
tries, run down baildings, and second
Fand stores. Nonetheless, there s a
tenacious sense of community in Lower
Price Hill, The tact that Ovier Schoolis still
open attests to that faet, sinee the Tocal
board of cducation consideraed it tor per
nanent closing for several vears, Com
muity members and the school staft ral
hed to convinee the board of the need ton
anapplicdarts “magncet school one
teaturing such applicd arts as commeraial
photography and graphic desicn therebn
providing o rcason to heep the neighlbon
hood school open

Fhatraditionatares progect at Ovler had
s gettests i the relatronsthngyy af o loeal
storveelers ity Marge Wellv, with ohe
student body and soveral teachors and
ety mcmboers, espocally Marei
Vorvdle and Stanny b FUsa Loty
Varde approached the schoolabontdoing
Ill\

orted ber tor oweekh Tong v

e

aoresideney s o voluntea soliontd
Durnime
a storvicdhne club,

mcd to waond tor the

s time shie beean
with which she con
rost ot the vem

Because of the exeeltent experience for
cvervone involved, the school applied to
the Ohio Arts Council for a longer resi
deney with the storvteller for the next
vaedar. The Urban Appalachian Council,
which is tocated in Cincinnati, agreed to
provide a cash mateh for the project. In
19854 Lilly Marge was in residence at the
school for two weeks. She also continued
to work with the storveelling ctub. By the
spring these students were accomplished
cnough to perform at the Urban Appala
chian Festival held in Cincinnati,

In 19SS again with the support of the
Urban Appalachian Council, Ovler School
applicd to the Nretists in Eduocation
Program. By this timc the plan had
capanded to mclude o muosician and o
danceer in addition to the storveeller. In
total, the school had the armsts working in
its midst tor six weceks,

AEthrec ofthesem astsarcactive in the
Frger Artists in Education Program. Tha
are ol quite able to acet as presentor s of
theirart aswell as actuatiy share the tech
niques of their particular forms, which is
nuportant in explain g the success of the
project: the artists could operate on thar
own in the sehool without continuine
assistancetromotherindividuals, The
actiab mechanios ot the residanceies
grant applications. scheduling, publicity,
Aand so o o were overseen by various
teachersin the sehoobwith the tall coope
atton of thew principal and the rest of th
statt ol orshom reallv wanted the progect
to tahe place aud worked to nahe sure
e stan tolhdornst tvoan the
Ohio Arts Comnall’s Artists i Fdueation
Proceam assisted i the projecr deselop
ment and planmmg with suggestions, bnn
the tal desien was o jomt eroanan ot

\Ilk'k'k'k'\lk'(l

artists, school, and tolldornst

Fheo artists wondhved  arh hg
noludme Head vt

the bnldime One or monce cone
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groups of students spenta significant
amount of time with cach artist. Usually
the artist and the core group met for a
period every day the artist was in the
wchool. During the remainder of the
sehool day the artists visited other clisses
or were available in a vacant elassroom tor
more informal contact with interested
students, statf, and community people.

Three primary artists were involved in
this resideney: Grreg Jowaisis, aomusician
who lives m Kentueky just across the Ohio
River from Cincinnati: Lilly Marse Relly.a
storvtetler who grew up in Cineinnati as
part of an Appalachian family: and Jim
Ramsey, a daneer from Rentucky who
conies from a tannly of many dancers. in
addition to these artists, the residencey prog
cet was greatly enriched by all sorts of
community and arca residents who came
by to share their skitls at the invititon of
cither school personnel, the artists, or the
udents. For example. Greg aavited a
tocal musician who plaved Blucgrass and
singe sacred songs, Lilly Marge was con
standy finding community people wio
had stories to share. The grandmother of
cevertl of the students turned out to be
quite accomplished at storveelling, as was
one of the school’s teachers. One child
hrought her grandparents to sehool so
they could sing for the core groupe. The
tenchers invited viogsers, guitters.and o
woodenrver

Besidos diteetiy henetitig Ovier's s
doents, the artists worked with a cliass ot
teachor cducation students trom the
Colleee of M St doseph. The teachors o
Cnder e an ongomy relationship with
the colleees cducation program thi
foctises on the realitios of nortaentioeal
Clucation cand workime e schools il
Ul Asa et resualt ardns mtesac non,

the colleee s sponsonimg o sterseelhing

festival in 1US6. with one of the teachers
from Ovler as a motivating toree,

One of the fasting results of these resi
deneies was a tamily folklore book for the
entire school composed of stories students
brought from home. Not only does the
sehool library have a copy, but one was
Jdonated to the library of the Urban Appa
lachian Council, The book contains
stories about family history, folktales
passed down in tamilies, and recollections
of lite when parents or grandparents were
chil fren.

Just as the residencey activities wer.
diverse. so were the changes that they
wrought. The final reports filed Dy the
artists and the school mention that “par
ents were telling stories, sometimes dane
ing or plaving music with their children.
More students are telling stories. ™!
Teachers became interested in continu
ing to talk about fotk arts in their elasses
and to continue to bring their students in
contact with artists, Students became
aware of some of their rich heritage and
some of the people in their community
who are active tradition bearers, Local
artists reecived recognition and Ovler
Schoot and Lower Price Hill reecived
come rare and deserved positive publicity
in the ity papers. Relationships among
viarious institutions were developed or
cnriched by these activities (Ovler School,
Urban Appalachian Council. College ot
M St Joseph, Ohio At Councily, Of
course. the long term elteets of these
restdencios may be subtle, but it clean
that at the end of the arosts” tme at the
ehool many poopte had had a cood e
tocether examntinme some ot thye trid
tiomal art forms and aroses v
cOonmunn

thon own
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Report from the Field:

Glenn Hinson,
Freelunee Folklorist, North Carolina

“Follk artistry is casilv administered in

siall doses.™ Such scems to be the beliot

danong many cducators, who in reeent
vears have inereasinglyv iny ted traditional
crattspeople, musicians, and dancers into
schools to add “thivor™ to extracurricular
offerings. Favoring artists who boast flam
hovant costumes, archaic <kills. and or
novel tongues, these educitors tend 1o
portray their suests as living antiques or
cultural curios—individuals at once
guaint. colorful. and eminently unthreat
cinng. Folk performers seemideally suited
for classroom presentation.

Yer what ends do such presentations
serve’® M too often they are but sloriticd
show and tell ~essions. with featured
artists consigned to roles of idiosvneratic
irrelevancec. Issues of aosthetios are rarcly
raised: questions about CONMMUNtY are
seldom addressed. Instead. students are
treated to simple (_li\'L‘I'li.\.\L'IllL‘ll(.QL'[UIIQ.’I
weleome reprieve from workaday routine
while catching a confusing. fragmented
glimpse into an alicn aetistic realm. In
sach situdtions, entertainmen. trinmphs
over education.

The balanee necd not be so one sided.
Manyfolk arts in education programs
ctrectively combine caretul student prepa
ration with folkloric interpretation o pro
vide anexperience at onee cducational
andenjovable. The tollowing aceount
draws teatnres from two such under
takimes one administered in Duval
Covnvs Florda, by thar state's Burean of
Folhlite: Trvogarams. and the other npl
miented e Pholadedphin by the Folkhre
Conterotnrermatmonal Honse Lo stgeest
Aopregrn whose neht focus and broodd
scope Tnghihehe issues of Coamnmity, aes
thete and nrdnodaal vision

Phie project s prosentational core s
TWerWeeh 1t sohion] restdenen dinectod In
atollons and mvalvimg o range of gies
artsts Sehoduoled fanom anhvanee to con

20

plemont student stadies, this g o
designed o explore folklore s PrOCeSS
and meaning, thus moving bevond s
plistic discussions of histe rie Titcwins i

parent child transnvission. At ihe heae o
this exploration les an meensinve tocns o
aspeeific communiy. Rather than toatig
ing, for example, o Native N
stoncearver one dav and o Swodisg

American tiddier the o, thie scssione
coneentrate on a particalar culoin g,
roup.presentingsuch apparently divey -
traditions as coolig and candtmye brone
me and healing, rhvihm cnd rhvoone
k‘iHHP'CHIL‘IH(H',\' COMPPETCITIS 1 S
expressive mebicus This approach not oy
tightichts th breadth ofartistry i o Cive
community but also revends the aostioo
linhs which te that cotstn toocthor oo
uniticd whao'e,

Both the Plovida and Plaladcdphing
deney programs are ditectod by todide
whose hirowledee ot commimniy olntt

stems trom tocused ficldwork Bl
upon this rescarch. the tolkdonses dewien

prefiminary presentational plins, ai,
trhe tinal shape after consnltonong o
participating cducartors Lo gl
lorist cducatorcollabaration torm i

thooa bl

Boegms with o sertes o chisses woried,

attendod by allteachors ostne e o

fenev, and taahtated by e ol

Crond o assocnited starn A

SHOTRICT Orscimostor hotore o g e

rplementation This advane s oo
torwlneh cducarors st b o -

Chroueh contimuime oo ation, .

rehctiom e achione by i e e e
teachers, o sothie e e i
mbodncestoachoisra by et o

CUPESOSTIZHOSTS IO b iy e g e
TR IN TR TI AT T R RS AN T I PO
Fronhizes msoactors with i g
structire cnnd conrant of the ot
Bivolvime cducatoms Tong hotre oo o

sulton] proceanmrne allowrhogoneo g
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fully: prepare their students, making the
residenciesatruly cooperative enterprise,

To maximize ceducational impact, the
residencies are directed to a seleet group
of school children. No attempt is made to
serve the entire student body. Instead,
programming is focusced on a particular
grade level, coneentrating on classes with
whom a curricular link is casily estab.
lished. In Duval County, for example. tolk.
hite presentations mesh neady with eigheh
arade Florida Studies courses, Every
student—and only students -in this
group share the coneentrated ten-day
instructional wit,

In keeping with this tight focus, most
proscentations tike place in classroom
vather than assembly situations, Assem:
blies tend to clicit a "least common
denominator” approach tointerpretae
tion, with program facilitators quickly
viclding the stage to featured performers
in order to satisty the auditorivm audiencee
of restiess and excited school children.
Classrooms otfer a more intimate setting,
allowing students to meet the artists as
individuals rather than as distant enter
tainers on a faraway stage. Furthermore,
classroom mectings minimize schedule
disruption and perndit interaction with
pre established peer units, thus encourag
ing an atmosphere of case and normality,
Onbo whion particular performance forms
demand large group gatherings —as with
proscntitions of musical ensembles or
dance troupes— arcassemblics convened.
These are alicays tollowed by smaller ses
stons between classes and artists, Henee,
students get the opportunity to both for
mallv observe and personallvinteract with
featured performers,

Such mectings do not occur until the
close of the resideney's first week, after
students have explored basic folklife con
coepts, exainined tradirional transimissic a
in their own community (from paper

foiding skills to dance moves), and dis
cussed traditions in the focused commu-
nity. The ten-day unit follows a carctully
structured lesson plan that methodically
fcads pupils tfrom definitional introdue-
tions to peer-group investigation to artis-
tic encounter. Lach day carries students
one step further towards understanding
artistic process, allowing performer

student discourse to transeend the com-
monplace routine of biographical remarks
and how-to instruction. This process is
facilitated by the periodic alternation of
performan -+ sessions with class discus-
sions and audiovisual presentations, as the
folklorist leads students to confront ever-
widening cireles of context. After a final
day of reappraisal and review, students
cmerge with a new-found respeet tfor the
ubiquity of artistic expression and the
Hifeways of cultural others,

When the focused community boasts
rich traditions of music, dance, and or
verbal artistry, the residencey can close on
a high note with a special evening conecert
open tree to the public. Held at the school
and featuring artists who have appeared
before the children, this event gives par.
cuts, siblings, and fellow students an
opportunity to experienee first-hand the
program’s cxcitement. o a 1983
Phitadcetphia resideney spotlighting
AMrican-American artistry, for example,
the culminating concert brouglit a vaude
ville comedian, a team of tap dancers, and
a remarkably adroit spoons plaver and
rhymester before an auditorium tull of
cnthusiastic neighborhood residents.
Reaching bevond students to involve the
broader community, such progriis serve
as fitting finales to the resideney.

Uponcompleting a full unit. the totklor
ist moves to another school, where he she
begins anew a week fater. To mininize
potential artist fatigue and forestall the
development of rote responses to student

ef
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queries, pertormers should be changed
tfrequently, giving cach residencey a unigue
flavor. When cach school in the targeted
svstem has hosted the program, fieldwork

can begin in a new community, as plans
are made tor an entirely new presenta
tional series.
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Report from the Ficld:

Rita Moonsanmuy,
Folk Arts Coordinator, New Jersey Council on the Arts,
Trenton, New Jersey

In Cumberland and Essex counties in
New Jersey, school teachers and tolk
artists, whom Barbara Kirshenblatt-
Gimblert has called “indigenous”
teachers, have formed teaching teams to
integrate the study of folk traditions into
the curricula of their schools. Fach educa:
tor brings his or her particular expertise to
the veuture. The classroom teacher, for
mally trained in the methods and organi-
zation ot lecarning, provides structure,
articulation, and information. The folk
artist, usually informally cducated in the
folkwavs of his her cultural community,
provides intimate knowledge of that cul-
ture and expertise in a skill of special sig
niticance to it. Together they prepare the
curriculum tora unit of study builtaround
the artist's four-visit resideney with a core
group of students. This curriculum ¢x-
pands cultural awarcness and acesthetic
appreciation at the same time that it
mecets school requirements tor skills
development. The New Jdersey State
Council on the Arts (NISCA) folk-artists.
in cducation program calls this dual
nowered vehicle for tolk arts education
“teaching in tandem.”

This partaership of formaland informal
cducators is the culmination of several
partnerships that support and implemoent
the New Jersey program. Funded by the
National Endowment tor the Arts and the
New dersey State Council on the Arts
Department of State, each county pro
grivm is sponsored and administered by g
county ageney that works with the tolklor
ist tor the arts ineducation program ot the
New dersey State Council on the Arts, The
county ageney administers tunds: pro
vides ottice space. supplies, and clerieal
services: and acts as liaison with the
regronal state college. An advisory board
made up of representatives of various edu
cational institutions i the county guides
programnimg plans,

The program is organized into two
phases. During Phase I, the New Jersey
State Council on the Arts folklorist con-
ducts a six-to-cight month survey of the
cthnie, regional, and occupational groups
in the arca and identifies and documents
the people who are their artists and indig-
cnous educators. This information then
bhecomes a resource archive at the county
ageney. During Phase 1, programming
with the schools takes place through a
graduate course tor teachers administered
and aceredited by the state college and
taught by the project tolklorist. This one-
semester course is open to any teacher in
the ceunty or nearby arca for graduate
credit. Most often, the local school district
pavs the teacher’s tuition to the college
and the tfolk artist’s tee to the local spon
sor. The instructor's tee is paid by the col-
lege to the tolk artists-in-education
budget.

This structure is shaped by the goals ot
involving local institutions and agencies
fully in the prograom and of making the folk
arts resideney an integral part of the edu-
cational process. Such an aim requires
adapting to the needs and structures of the
schools. A basic notion of the conrse
“Folklife-in-the - Curriculum™is that the
teachercanbea guide to the culture ot the
school, both for the folklorist and tor the
folk artist. The teacher ereates a support
ive environment within the school and
classroom so that th e tolkartist is aceepted
as a special member of the school com
munity. Working with the folklorist, the
teacheridentifies wavs to integrate totklite
and toll art studies into existing curriculn
and develops new curricula.

While the course provides a context for
the achi vement of program goals, it also
provides a reward tor the completion of
them. In many school districts o New

Jersev.teachers are required to take addi

tional courses regularty, and satary in
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creases are keved to their acquisition as
wellas to vears of experience. Thus, such a
course can help the teacher satisty profes-
sional requirements at the same time that
it satisties the need tor practical ideas and
creative programs for the classroom,

The course meets for two and once-half
hours weekly tor 15 weceks, cither on the
college campus or atan oftf-campusssite. It
is open to teachers of any grade, subject,
and ability fevel, To date, enrollment has
included teachers ot grades one through
twelve, subjects from art to math and
scicenee, and various categories of special
cducition,

The course is built around the prepara
tion for, production of, and presencation
of a four-visit residencey by a folk artist in
the elassroom ot cach teacher. During the
first halt of the course, basic coneepts and
important issues in folklife studies are
examined and county tolklife is surveved.
Readings and lectures are supplemented
with ficld trips and in-class visits with
artists,

The most important and cffective
aspect of the course takes place after this
imtroduction. Kachteacherinterviews,
documents, and prepares for a residency
with one ¢r more of the folk artists pre-
viously identitied by the NJSCA folklorist.
In the course of these preparations, the
teacher becomes acquainted with the
artist as a person, a multitaceted individ-
ual who can bring even morce to the ¢hil
dren than knowledge of how to knit a net
or tella tale, A teaching cecam--and usu
ally a mutually respecttul friendship—
develops during the preparations, which
provides reassurance to the folkarti . who
may never have made a public presenta
tion betore.

Fach teacher then establishes a theme
for the unit of study and constructs a cur
riculum packet consisting f objectives,

lesson plans, activities, and resouree

muaterials, aswell as documentation mate-

rials. Often, several subject areas are
incorporated into the unit, and other

teachers become involved.

An entire unit of study may last from as
few as cight to as many as twenty davs,
depending on the needs and time con-
straints of the teacher. Of those davs, four
or more include a one- ortwo-hour visit of
the core group of students with the folk
artist. .\ parent, a teaching aide. or
another instructor often assists the
teacher and tolk artist on these days, and
the tolklorist visits the resideney once.
Activities include interview and  discus-
sion, art and cratt workshops, fieldtrips,
and minifestivals,

At the conclusion of the project, the
curriculum packet is placed in an archive
in a locally accessible site such as the
county library.

Two aspeets of the NJISCAN program are
ot particular value to us. The resideney
format does, indeed, make a resident”-—
aschool community member—of the folk
artist. Well-constructed multiple visits
allow more student-artistinteraction:
more interaction develops relationships:
and relationships vield important per
sonal, social, and cducational bencfits,

Coupled with this is the importance of
the tocal or regional nature of the pro-
gsram. The discovery of artists and arts
from within their geographical domain
hoth awakens students to cultural groups
near whom they may live but know
nothing about and shows them that art
and artists are part of evervday lite. Fur
thermore, locally held resourcees from the
program cncourage otheragencies to
develop projects independently.

This program model requires o consid
crable investment of time and cffort,
However, its rewards are depth of involve

ou
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ment on the part of local participants and
the recognition of the important role of

[ §%]

both formal and indigenous teachers in
our lives.
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Report from the Ficld:

Nancy J. Nuss,
Folk Arts Specialist, Bureau of Florida Folklife Programs,
White Springs, Florida

The Bureau of Florida Folklife Programs
has been conducting folk-arts-in-
education projects since 1980, success-
fully completing in-school programs in a
total of nine counties across north central
Florida, as well as establishing an annual
Summer Folk Culture Seminar for teacher
training which serves th entire state.
Until this vear the in school projects have
followed an established model that places
a folklorist within a county school system
(or several county svstems) to conducet
ficldwork, train teachers, give in-class
instruction, and coordinate demonstra:
tions of traditional skills by local tolk
artists. These four tasks are equally impor.
tant to the overall suceess of the vear-long
projects and take place during two semes-
ters of the school vear.

During the first theee to six months of
cach projecet, the tolklorist rescarches
local folklite, identitving and document
ing folk artists through tape recorded
interviews and photographs. This docu
mentation is the foundation for develop.
ing course content and planning folk
artist demonstrations tor the classroons.
The demonstrations oceur during class
room units, nsually two weeks long, which
are taught by the tolklorist in the second
halt of the project.

To begin the in-school portion of the
project, the folklorist drafts schedules with
the school system for folk arts presenta
tionsand introduces the participating
teachers to the studv of folk arts. Sincee
cducators are often unymiliar with the
subjectarca, the folklorist provides a one
or two day in serviee workshop to present
coneepts and review specific materials
that will be used during the classroom
units, After the in serviee instruction. the
folklorist completes lesson plans and
coordinates tolkartists schedules with
cach teacher.

In the final stage of the folk arts in

20

cducation projecets, the tolklorist visits
classrooms throughout the county present-
ing the folklife units to cach class. Instrue-
tion includes lectures, audiovisual presen-
tations, classroom activities to collect folk
cultural materials, and most importantly,
folk artists’ demonstrations of traditional
skills. The instruction with the units gives
students a basice understanding of folklife
coneepts betore meceting with folk artists.
Although students study oral and custom
ary traditions, the main focus is on folk
material culture specific to the school dis.
trictand, in particular, to the demonstrat
ing tolk artists,

The Burcau of Florida Folklife usually
incorporates this modcel of folk-arts-in-
cducation with the Florida Studies currice:
ulum, although a few of the units have
been taught in English and art classes. The
state of Florida requires that students
reccive a nine-week social studies unit in
Florida Studics at two grade levels, often
taught during the fourth and cighth
grades. Our ageney found it most appro-
priate tomceorporate tolklife materials and
programs into the Florida Studics curricu
lum. The model has been expanded and
adapted to meet the needs of K12 class:
roomsas wellas tosupplement avaricty ot
subject areas with cach project reporting
overall suceess.,

In planning folk arts in-cducation proj
cets, the burcau strives to initiate pro
grams that will eventually be funded
locally. At present, the burcau is co
sponsoring the second vear of the Duval
County (Jacksonville) folk arts in
cducation project and expecets to under
take a new such project with the Palm
Beach County School Board in 1986 87,
The Palm Beach County projeet will be the
fitth such project sponsored by the bureau,

The Duoval County project and a pilot
project that was established in Tampa
Hillsborough County in 1980 were urban
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suburban cfforts. Two other projects were
conducted in rural arcas: the 1981.82
Columbia Hamilton Counties projectand
the 1983 North Florida project. Although
ach reported succeess with the established
modecl, only metropolitan school systems
have demonstrated an ability to continue
funding once the initial implementation
period iscompleted. Rural school distriets
have been unable to support this type of
enrichment program.

Last vear | had the opportunity to work
with a junior high school librarian to
implement a different model of folk arts
programming in a rural school svstem.
Students in rural Tavlor County had little
exposure to cultural arts. The junior high
school librarian therctfore requested help
to draft a grant that would bring all of the
school's students into direet contacet with
people who represented Florida's rich
multicultural heritage. After conferring
for several weeks, we developed a joint
project that suited the sehool’s needs and
fulfilled goals of the burcau. The librarian
submitted the grant proposal “Foltk Arts in
th School Library™ to the state arts coun:
¢il and reccived funding to begin the proj-
cet beginning in January of 1986, This
project, now intoits titth month, is proving
to be very suceesstul,

As the folklorist consultant on this proj
cet, Fhave four roles, First, Lam the princei
pil rescarcher compiling information
from the Florida Folklite Archive. Archival
data is used to provide curriculum mate
rials and dircet supplemental ficldwork for
identitving traditional artists in the
county, Ltforts are made to locate artists
of various cthnic and occupational back
grounds who are willing to demonstrate in
the junior high library, In mv sceond role,
Iwork with the librarian and social studices
teachers to sehedule folk artists” visits for
two conseeutive dayvs oncee a month dur
ing the school vear, for a total of nine
visits, This sehedule allows caclr social

studices class tospend one class period with
the folk artist during the two days. My third
task is to prepare a two- or three-day learn-
ing unit for teachers to use in introducing
valuable folklife conceepts in anticipation
of cach folk artist's visit. These units
include a teacher’s guide, audiovisual
material, suggested materials, and student
activities. My tinal role is to serve as folklite
interpreter on the first dav of cach folk
artist's demonstration. My presentation
serves as 4 model for the librarian who
conduets the sccond day of interpreting,

The librarian and teachers who are par-
ticipating in this projeet play a significant
part in the overall success of the program,
more so than in the previously mentioned
model. The librarian makes all arrange-
ments for scheduling, transporting, and
paving the tolk artists; he disseminates
cducational materials and correspon-
denee to the teachers: and he serves as
interpreter on the second day of cach folk
artist's presentation in the library, The
teachers independently imcorporate the
lcarning units into their social studies
classes, and they monitor their classes
while attending the hour-long folk art
presentations,

This second model tor folk arts in edu
cation has a variety of positive aspects to
recommend it. First of all, the majority of
the tasks needed to organize and imple
ment the project are shared between the
folklorist and school system. These shared
cttorts provide valuable training tor the
school personnel on administrating future
FALL projects. The project also direetly
requires educators to teach folk cultural
studies. which inercases the likelihood ot
their using folklite materials in the
absence of afolklorist, In conclusion, this
particular folk arts projeet exposes cach
student in the junior high school to nine
ditterent traditional artists during the vear
and theretore, achiceves a greater student
contact than our first inodel,
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Report from the Ficld:

David A. Taylor,
Folklorist-in-Education, Bureau of Florida Folklife Programs,
White Springs, Florida

The Bureau of Florida Folklife Programs,
an agencey of the Division of Historie
Resources of the Florida Department of
State, maintains its commitment to the
dissemination of information about the
folklore and folklife of Florida through
such activities as teacher training work:
shops directed by burcau staff members
and sponsored by Florida's Teacher
Education Centers, the burcau’s annaal
sumnier tolk culture seminar for teachers,
andschool-based folk-arts-in-education
(FAIE) projeets. The Burcau has imple:
mented FALE projects in the school sys
tems of nine counties.! One of the most
reeent is the Duval County Folk Arts-in-
FEducation Project which serves public
school students in the city of Jacksonville
and surrounding communities. Com
mencing inJuly 1984, the projeetisajoint
venture of the Duval County School Beard
and the Burcau of Florida Folklife Pro-
grams. During the first two vears of the
project, partial funding was provided by
grants from the National Endowment for
the Arts. Folk Arts Program.

Based. to a larde extent, upon the
burcau's previous FALE projects, the Duval
County Folk Arts in-Education Project
was designed to provide public school stu
dents with a greater awareness and appre
ciation of the many tolk arts that surround
them by strengthening and expanding the
“Floridastudies™ component of the school
system's soeial studies curricula, Within
the school svstem, it is mandated that
fourth gradeand cighth grade students
reccive instruction refative to the history
of Florida. [t was decided that, during the
first vear of the project, only tourth grade
students and thewr teachers would be
tnvolved.

Pwas hired by the burcau and assigned
to the projeet full time. During the
summer of 1984, T conducted extensive
ficldwork throughout the county to iden

tity local folk artists, document traditions
characteristic of the area, and decide
which folk artists would be most suitable
for involvenient with the project. On the
basis of the results of the ficldwork, a two-
week program was developed to introducc
students to the folk traditions of their
region and to the coneepts of folk studies.

Betore the in-school phase of the project
began, an cight hour teacher training
seminar was held for the 23 fourth-grade
teachers who would be participating in the
projeet. The teachers learned the scope
and goals of the project, viewed media .
productions on previous FAIE projeets.
heard leetures about folklore and folklife,
and reecived a variety of curriculum
materials,

Inits initial | ar, the project was aimed
at approximately SO0 fourth-grade stu-
dentsin 26 classes at six schools located in
urban, suburban, and rural sections of the
county. During the spring semester, |
taught the two-week instructional unit at
the six selected sehools. Moving from one
school to the next as the semester pro
gressed, T met with every fourth-grade
classat cach school for approximately one
hour per day for ten consceutive school
davs, Classroom teachers were asked to be
present during all of these sessions,

The material presented to the students
was tairly unitorm from class to class, but
the specific content of the unit was
changed occasionally to best suit the
capabilities and interests of the students.,
Two ot the classes were composed of st
dentswithvarious learning disabilitios
and, tor these, major moditications were
”Uk'('.\\:“')'

The initial presentation for cach class
dealt widh an introduction of key terms
and conceepts, The second class reinforeed
these terms and coneepts through the use
of a colleeting assignment coneerning
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family tolklore. Suceessive class sessions
examined such forms of traditional
expression as musie, dance, material cul-
ture. foodways, beliefs, and oceupational
lore.?

At each school, three local folk artists
were brought into the classrooms to dem-
onstrate their traditional skills and to dis-
cuss the significance of these skills to their
fives. Folk artists demonstrated such tradi
tional arts as Ive soap making. Afro
Amcrican gospel music, woodworking,
needlework, Arabic-American toodways,
net making and auctioneering. Withouta
doubt, these demonstrations were the
highlight of the unit tor both teachers and
students. The tolk artists were extremely
pleased to have heen recognized for their
traditional skills and to have been given
the opportunity to demonstrate their skills
for interested and appreciative students,

The tinal phase of the projeet’s first year
included an evaluation of the project
based on questionnaires completed by
students, teachers and folk artists, the
developmentoteurriculum materials and
the publication of a hooklet deseribing
Duval County folklife ?

The suecess of the first vear of the proj
cet resulted in requests from ST schools
for participation during TOSS SO, 1t was
decided to expand the scope of the project
during its sccond vear., Significant
changes included: the expansion ot the
project to include cighth grade as well as
fourth grade students: an inerease in the
number of sehools served to 200an in
crease in the number of students involved
in thein elass component of the project to
1.300; an inerease in the number of dem
onstrations by tolk artists to 34 (15 were
prosented m 1ISESS)cand aninercase in
the number of students exposed to dem
onstrations by ftolk artists to approxi
mately 2,600 (approximately SO0 wit
nessed demonstrations in JOS48S8).

1()

At cach of the 20 participating elemen-
tary and junior high schools, one to three
classes (approximately 30 students per
class) were given one hour of instruction
for seven conseeutive class davs. Specific
tessons varied on the basis of age, intellee-
tual abilities, and interests of the students,
as well as the traditional skills to be dem-
onstrated by visiting folk artists. However,
cach seven-day unit consisted of the fol-
lowing: one-hourintroductory lecture
with slide tape program: one-hour discus.
sion of student collecting assignment
focusing on family traditions: one-hour
leeture. with slide tape program and dis
cussion. on occupational traditions: one:
hour discussion, with student demonstra-
tions. of students’ traditions: one-hour
leeture, with slide tape program, video:
tape or LP recordings, concerning folk
material culture, folk musice, or folk dancee
(depending on folkartists’ demonstra
tion): and two hours devoted to demon
strations by folk artists. Demonstrations
included Afro-American coil basketry,
Anglo-American auctioneering, Mro-
American blues musie (vocals and piano),
Anglo-American boat building (wooden
commereial fishing craft), Japancese:
American origami. Mro-American gospel
music. Italian-American tamily traditions,
Anglo-American pine needle basketry,
Korean traditional dance, Palestinian
cross stiteh embroidery, Anglo American
quilting, and the oceupational traditions
of commercial fishermen.

An integral part of the seven day folk
Arts unit was instruction for participating
teachers, 1illustrated a0 wide range of
instructional technigques thatcould be
cmploved to teach about folklore and folk
lite and acquainted teachers with the types
of curriculum materials that are readily
available, The teacher's guide written dur
ing the project’s first year, "Duval County
Folklife: .\ Guide for Fourth Grade
Teachers.” was found to be very usctul,

n-r
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Original plans for 1985-86 called for six
teacher-planning seminars; however,
because of scheduling difficulties, it was
decided to dispense with the seminars dur-
ing the in-class phase of the project.
Instead, I met individually with cach par-
ticipating teacher before the arrival of the
project at his or her school and spentup to
an hour explaining the aims of the project
and outlining the teacher’s role. Following
the conclusion of the in-class phase at all
20 schools, a two-day seminar was held
that qualified as an approved in-service
workshop for Duval County teachers and
which was attended by 30 teachers. The
seminar included lectures on the benefits
of folk-arts-in-cducation projects, folklore
genres, and instructional techniques, as
well as a collecting assignment for partici-
pants, demonstrations by local folk artists,
and the premier showing ot “Duval
County Folklife,” a 19-minute slide tape
program created for the projeet.#

Two grants from the National Endow
ment for the Arts Folk Arts Program pro
vided the principal cash support for the
projeet during the first two vears of its
existence. The Bureau of Florida Folklife

30

Programs has requested that the Duval
County School Board provide for the con-
tinuation of this successful and popular
project with its own financial resoureces.
Consequently, school system officials,
including the supervisor of social studics.,
seneral direcetor of academic programs of
instruction, and the assistant super-
intendent for instruction, have submitted
a request to the superintendent of schools
for the approval of the expenditure of fed-
eral “Education Consolidation Improve
ment. et (Chapter Two)™ funds to support
the project in 1986-87 and 1987-8S. A
decision is expected before the end of
1986,

These mine countes are Columbia, Duval, Hamilton,
Hillshorough, Jetterson, Latavette, Madison, Susannee.
ond Tavlor. Another FAIE project has receently been
faunched in Palm Beach County (commencme in
August 19856)

Detailed lesson plansare contained inmy publication
“huval County Folklfie: A Guide tor Fourth Grade
Feachers™ tlachsonville. Douval County School Baard,
1U85),

Oavid N Taylor, Duval Couney Folklire (\White Springs,
FI. Burcan of Flonda Folllite Programs)

aopies of this slide tape program are available fon
rental or purchase tfrome Burcau ot Flonda Fodkbie

Programs, MO Box 263 Whirte Springs, Florida 3200914

3 ey
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Report from the Ficld:

Robert T. Teske,
Asst. Curator of Exhibitions, Kohler Art Center,
Sheboygan, Wisconsin

In conjunction with its 1985 exhibition
“Hmong Art: Tradition and Change,” the
John Michacl Kohler Arts Center pre-
sented an artist-in-residence program that
combined the talents of Hmong musi:
cians, storvtellers, and interpreters from
the tocal Shebovgan, Wisconsin commu-
nity and the experience and presenta-
rional skills of a protessional storyvteller.
Intended tocomplement theintrieate
necedlework, traditional costumes, and
other artitacts included in the exhibition,
the resideney programs provided audi-
encescomposed ofelementaryschool
students, secondary school students, and
adults an introduction to the Himong tonal
language, Hmong music performed on the
geeg and flutes, and Hmong narrative—
folktales, legends, and personal expe-
ricnced stories. Because adequate time was
allotted for preliminary planning and
preparation and because close coopera-
tion was established among the arts center
statt, the resident artist, arca cducators,
and the Hmong community, the Hmong
storvtelling residency was greatly success:
ful in adding deeper meaning to the arti
facts exhibited in “Hmong Art: Tradition
and Change™ and in introducing a signifi
cant segment of the Shebovgan popula-
tion to the rich cultural heritage of its
newest ethnice conmunity,

The Hmong storvtelling at the John
Michael Kohler Arts Center was based
upon traditional narratives documented
by Mark Wagler, the professional story
teller involved, during repeated interviews
with Hmong artists in the Shebovgan
community. During his month long resi
denev, Wagler met irequently with
Hmong clders and vounger storvtellers
translators. e tape recorded not only
folktales, such as the exploits of a tiger
disguised as a man that appearsonastory
cloth included in the exhibition, but also
dramatic accounts ot individual escapes

from Laos to the refugee camps of
Thailand. In consultation with the Hmong,
storvtellers, Hmong leaders in the com-
munity, and arts center statf, Wagler
sclected narratives representative of var-
ious aspects of the Hmong tradition tor
performance during the resideney pro-
grams and helped the Hmong narrators
prepare for their presentations, Beeause of
the tonal nature of the Hmong language
and the consequent narrative purpose of
much Hmong instrumental musie, Wagler
also contacted geeg and flute plavers to
demonstrate this related aspect ot Hmong
narrative performance.

During the course of the field rescareh
for the Hmong storvtelling residencey, a
series of preparatory meetings were held
involving Hmong leaders in the commu

nity, the artist-in-residence, arts center

staft, and the arts center’s Advisory
Committee of Artists and Educators, The
purpose of these meetings was to establish
dircet connectionsamong the storyvtelling
resideney, the exhibition, the local com
munity, and the art and history curricula
in arca clementary and sccondary
schools. In-depth sessions were also
offered on three occasions tor are i educa-
tors. In these small-group situations,
artist-in-residence Waglerand teachers
from the region discussed oral tradition
and its associations with history, ritual,
and culture. Thev also focused upon class
room projects relating to oral Cradition,
the Himong, and cthnie communities in
seneral,

The Hlmong storveelling residencey was
announced vin a mailing to all schools in
the six county arca surrounding Sheboy
gan. Following registration, teachers were
sent packets of cducational materials
including teacher preparation sheets with
background information and pre and
post tonr study suggestions, a map of
Southeast Asia, o glossary of terms, an
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exhibition handout, a listing of related
films and video tapes. and a slide packet
with descriptive checklist.

The heart of the Himong storveelling
residencey was the 10 scheduled interdisci-
plinary programs presented at the arts
center for groups of elementary and high
school students ranging in number from
40 to 170. Each group’svisit included statt.
and docent-guided tours of the exhibition
“lmong Art: Tradition and Change™ and
an hour-long storvtelling session. Follow-
ing introductory comments by Mark
Wagler on Himong storvtelling traditions
and those of other area ethnie communi-
ties. Nao Chay Yang, an clder among
Shebovgan's Timong, performed a tradi-
tional story on the geeg. e then narrated
the story orally in Hmong, and Wagler
followed with an interpretive translation.
M voungerstorveeller translator, Long
Thao. then recounted in English his own
eseape from Laos to Thailand. This same
storvtelling program was repeated for o
seneral audience on a Sunday afternoon
during the resideney, and special pertorm:
ances were staged for a class studving
Hmong culture at the University of
Wisconsin—8hebovgan County Campns,
for preschool children, and tor an audi
ence consisting mainly of hearing
impaired individuals,

After participating in the storvtcdling

tour sessions, all teachers were given eval-
uation forms to assess their experience
and its impact upon their students.
Teachers were also provided with sugges-
tions for post-tour activities and follow-up
projects to extend the intluenee of the
residencey. Final evaluation forms and a
concluding session involving the advisory
groups deseribed above expressed a very
favorable response to the Himong storveell-
ing residencey. Because Mark Wagler
understood and embraced his role as col
lcetor presenter rather than performer,
he was highly effective in placing Hmong
storvtelling within a beoader cross:
cultural context. Because educators,
community members, and the leadership
of the Himong population in the arca were
all involved in various stages of the plan-
ning and presentation ot the residencey,
these constituencies all felt their speeitic
goals for the project were addressed and.,
to a great extent, realized. And because
the John Michael Kohler Ans Center staff
was able to provide direction to the project
and. at the same dme. involve those par
tics most important to its successtul
accomplishment, the sponsoring institu
tion was able to achieve its primary pur
pose of demonstrating the significance of
the ares-——here, the traditional arts of the
Hmong—in the lives of individual ethnic
community members and ot all
Amecricans,
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Resourcees

The resourcees listed here are intended to provide the tolk arts in
cducation program planner with a partial list of where to turn fou
professional assistance. They include addresses (currentas of October
1986) of state arts councils, state or regional folk arts programs,
academic tolklore programs, and some freclance folklorists. For a
more comprehensive listing of resources, refer to Peter Bartis and
Barbara C. Fertig, Folklite Sourcehook (Washington, D.CooNmericin
Folklife Center, 1986). This 132-page book provides a listing ot tolkhte
resourees in the United States and Canada. including tederalagencios
state folk cultural programs, folklore socicties, serial publicatiorn .
recording companics, higher education programs. and dircectones h
is available for $10.00 (includes postage) by mail order fron the
[nformation Office, Box .\, Library of Congdress, Washington, Do,
20540,




Alabama
Joey Brackner
Folkiife Program Manager

Alabama State Council on the Arts and

Humanities
One Dexter Avenue
Montgomery 3€130-5801

Alaska

Executive Director

Alaska State Council on the Arts
619 Warehouse Avenue, Suite 220
Anchorage 99501

American Samoa

Executive Director

American Samoa Arts Council

P.0. Box 1540, Office of the Governor
Pago Pago 96799

Arizona

Executive Director

Arizona Commission on the Arts and
Humanities

6330 North 7th Street

Phoenix 85014

Jim Griffith

Director

The Southwest Folklife Center
University of Arizona

1524 East 6th Street

Tucson 85721

Elaine Thatcher

Folklorist

Coconino Center for the Arts
P 0. Box 296

Flagstaff 86002

Arkansas

executive Director
Arkansas Arts Ceuncii
Centinental Building No. 500
Main and Markham Streels
Littie Rock 72201

Stephen P. Poyser

Folk Arts Coordinator
Arkansas Arts Council

The Heritage Center

225 E. Markham St., Suite 200
Little Rock 72201

William K. McNeil
The Ozark Folk Center
Mountain View 72560

Jimmy Driftwood
Timbo 72680

California

American Indian Studies Center
3220 Campbell Hall

University of California

Los Angeles 90024

June Anderson

Folk Arts Coordinator
Anthropology Dept.

California Academy of Sciences
Golden Gate Park

San Francisco 94118

Susan Auerbach

Folk Arts Coordinator

City of Los Angeles
Cuttural Affairs Department
Room 1500 City Hall

Los Angeles 90012

Gene Bluestein
Department of English
School of Humanities
California State University
Fresno 93740

Folklore ang Mythology Center

1037 Graduate School of Management

Building
University of California
Los Angeles 90024

Folklore Program

Lowie Museum of Anthropology
University of California

Los Angeles 90024

Barbara Rahm

Folk Arts Coordinator

California State Council on the Arts
2022 J Street

Sacramento 95814

Colorado

David Brose

Folk Arts Coordinator

Colorado Council on the Arts and
Humanities

Grant-Humphreys Mansion

770 Pennsylvania St.

Denver 80203

Director

Colorado Council on the Arts and
Humanities

Grant-Humphreys Mansion

770 Pennsylvania St

Denver 80203

Connecticut

Executive Director

Connecticut Commission on the Arts
340 Capitol Avenue

Hartford 06106

Delaware

Kim Rogers Burdich
President

Delaware Folklife Project
2 Crestwood Place
Wiimington 19809

Executive Director
Delaware State Arts Council
State Office Building

820 North French
Wilmington 19801




Delaware (Continued)

Folklore and Ethnic Art Cenier
129 Memorial Hall

University of Delaware
Newark 19711

District of Columbia
American Folklife Center
Library of Congress
Washington 20540

American Folklore Society
1703 New Hampshire Avenue N.W.
Washington 20009

Artists in Education

National Endowment for the Arts
Old Post Office Building
Washington 20506

Executive Director

D.C. Commission on the Arts and
Humanities

1012 14th Street No. 1200

Washington 20005

Folk Arts Program

National Endowment for the Arts
Old Post Office Building
Washington 20506

Folklife Program
Smithsonian Institution
L'Enfant Plaza
Washington 10560

Naticnal Council for the Traditional Arts
Suite 1118

1346 Connecticut Avenue N.W.
Washington 20036

National Endowment for the Humanities
Old Post Office Building
Washington 20506

Florida

Executive Director

Fine Arts Council of Florida
Division of Cultural Affairs
Department of State. The Capitol
Tallahassee 32304

Heilenic Arts Program
P. 0. Box 102
Tarpon Springs 33589

Ormond Loomis

Director

Bureau of Florida Foiklife Programs
P.0. Box 265

White Springs 21096

Georgia

Frank Ratka

Executive Director

Georgia Council for the Arts and
Humanities

1627 Peachtree Street N.W. N.201

Atlanta 30309

Guam

Executive Director

insular Arts Council of Guam
P. 0. Box 2950

Agana 96910

Judy Flores

Folk Arts Coordinator
Insular Arts Council of Guam
P. 0. Box 2950

Agana 96910

Hawaii

Bernice B. Bishop Museum
1355 Kalihi Street

P. 0. Box 6037

Honolulu 96818

Executive Director

The State Foundation on Culture and
the Arts

250 South King Street No. 310

Honolulu 96813

I8

Lynn Martin

The State Foundation on Culture and
the Arts

335 Merchant Street Room 202

Honolulu 96813

Idaho

Executive Director

Idaho Commission on the Arts
304 West State Street

Boise 83720

Bob McCarl

Folk Arts Coordinator

Idaho Commission on the Arts
304 West State Street

Boise 83720

Hliinois

Susan Eleuterio-Comer
Irish-American Material Culture Project
731 South Taylor

Oak Park 60304

Executive Director

Ninois Arts Council

111 North Wabash Avenue Room 700
Chicago 60602

Margy McClain

Coordinator, Folk Arts Program
Urban Gateways

205 West Wacker Drive Suite 1600
Chicago 60606

Egle V. Zygas

Director of Ethnic and Folk Arts
Programs

llinois Arts Council

100 West Randolph St. Sutte 10-500

Chicago 60601

Indiana

Executive Director

Indiana Arts Commission

32 E. Washington St. 6th Floor
Indianapolis 46204




Indiana (Continued)
Folklore Institute
Indiana University
504 North Fess
Bloomington 47401

Geoff Gephart

Indiana Arts Commission

32 E. Washington St. 6th Floor
Indianapolis 46204

lowa

Executive Director
lowa Arts Council
State Capitol Building
Des Moines 50319

Stephen Ohrn

lowa Arts Council
State Capitol Building
Des Moines 50319

Kansas

Jennie Chin

Folk Arts Coordinator

Kansas State Historical Society
120 W. 10th

Topeka 66612

Executive Director
Kansas Arts Commission
112 West 6th Street
Topeka 66603

Kentucky

Annie Archbold

P.O. Box 9832

Bowling Green 42102-9832

Center for Intercultural and Folk
Studies

Western Kentucky University

Bow'ing Green 42101

Executive Director
Kentucky Arts Commission
302 Wilkinson Street
Frankfort 40601

Richard Van Kleeck

Folk Arts Coordinator
Kentucky Center for the Arts
530 W. Main St. Suite 400
Louisville 40202

Louisiana

Dewey Balfa
Acadiana Ars Council
P.0. Box 53762
Lafayette 70505

Director

Louisiana Folklife Program
Division of the Arts

Office of Program Development
P.0. Box 44247

Baton Rouge 70804

Executive Director
Louisiana State Arts Council
Division of the Arts

P. O. Box 44247

Baton Rouge 70804

Maine

Director

Maine State Folk Arts Survey
University of Maine

Orong 04479

Exccutive Director

Maine State Commission on the Arts
and Humanities

55 Capitol Street

State House Station 25

Augusta 04333

Amanda McQuiddy

Folk Arts Coordinator

Maine State Commission on the Ars
and Humanities

55 Capitol Street

State House Station 25

Augusta 04333
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Maryland

Jharles Camp

State Folklorist
Maryland Ants Council
15 West Mulberry St.
Baltimore 21201

Elaine Eff

Neighborhood Progress Administration
222 k. Saratoga St. Room 330
Baltimore 21202

Executive Director
Maryland Arts Council
15 West Mulberry Street
Baltimore 21201

Massachusetts

The Artists Foundation
100 Boylston Street
Boston 02116

Dillon Bustin

Massachusetts Council on the Arts &nd
Humanities

80 Boylston Street Room 1000

Boston 02116

Executive Director

Massachusetts Council on the Arts and
Humanities

1 Ashburton Place

Boston 02108

Michigan

Executive Director

Michigan Council for the Arts
1200 6th Avenue

Detroit 48226

Folk Arts Division

MSU Museum

Michigan State University
East Lansing 48824-1045




Michigan (Continued)

Michigan Traditional Ars Program
MSU Museum

Michigan State University

East Lansing 48824-1045

Minnesota

Executive Director
Minnesota State Arts Board
2500 Park Avenue
Minneapolis 55404

Peggy Korsmo-Kannon
President

Minnesota Folklife Society
522 Oak Street
Owatonna 55060

Bill Moore

Hamline University

Summer Programs and Continuing
Education

St. Paul 55104

Phil Nusbaum

Minnesota State Arts Board
432 Summit Avenue

St. Paul 55102

Mississippi

Center for the Study of Southern
Culture

University of Mississipp!

University 38677

Executive Director
Mississippi Arts Commission
301 North Lamar Street
P.0. Box 1341

Jackson 39205

Cheri Wolfe

Folk Arts Coordinator
Mississippi Arts Commission
301 North Lamar Street
P.O. Box 1341

Jackson 39205

Q

Missouri

Executive Director
Missouri Arts Council
706 Chestnut Suite 925
St. Louis 63101

Folk Arts Program

University of Missouri-Columbia
Missouri Cultural Heritage Center
400 Hitt Street

Columbia 65122

Montana

Michael Korn

Folk Arts Coordinator
Montana Arts Council

35 S. Last Chance Gulch
Helena 59601

David E. Nelson

Executive Director
Montana Arts Council
1280 South Third Street W.
Missoula 59801

Nebraska

Executive Director
Nebraska Arts Council
8448 West Center Road
Omaha 68124

Lynne Ireland

Folklife Coordinator

Nebraska State Historical Society
P 0. Box 82554

Lincoln 68508

Nevada

Jacqueline Beimont

Executive Director

Nevada State Council on the Arts
329 Flint Street

Reno 89501

Blanton Owen

Nevada State Councll on the Arts
328 Flint Street

Reno 89501
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New Hampshire

Executive Director

New Hampshire Commission on the
Ants

Phoenix Hall

40 North Main Street

Concord 03301

Linda Morley

New Hampshire Commission on the
Arts

Phoenix Hall

40 North Main Street

Concord 03301

New Jersey

David S. Cohen

Coordinator, Folklife Program

New Jersey Historical Commission

113 West State Street '
Trenton 08625

Executive Director

New Jersey State Council on the Arts

109 West State Street
Trenton 08608

Rita Moonsammy

Folk Arts Coordinator

New Jersey State Council on the Ars
109 West State Street CN 306
Trenton 08625

New Mexico

Stephen Becker

Assistant Director

Museum of International Folk Art
Box 2087

Santa Fe 87504-2087

Executive Director
New Mexico Arts Division
113 Lincoln

Santa Fe 87503 .




New York

America the Beautiful Fund
145 East 52nd Street
New York 10022

Janis Benincasa

Folklite

The ERPF Catskill Cultural Center
Arkville 12406

Robert Baron

Folk Arts Program Coordinator
New York State Council on the Arts
915 Broadway

New York 10010

Executive Director

New York State Council on the Ants
80 Centre Street

New York 10013

Catherine Schwoeffermann

Curator of Folklite

Roberson Center for the Arts and
Sciences

Binghamton 13905

Stever Znitlin

City Lore, inc.

72 East First Street
New York 10003

North Carolina

Curriculum in Folklore
University of North Carolina
Chapel Hill 27514

Executive Director

North Carolina Arts Council

North Carolina Department of Cultural
Resources

Raleigh 27611

George Holt

Director

Office of Folklife Programs

North Carolina Department of Cultural
Resources

109 East Jones Street Room 316

Raleigh 27611

North Dakota

Executive Director

North Dakota Council on the Arts
P.0. Box 5548 University Station
Fargo 58105

Cnris Martin

State Folk Arts Coordinator
North Dakota Council on the Arts
Black Building Room 811

Fargo 58102

Northern Mariana Islands

Executive Director

Commonwealth Arts Council. Northern
Mariana Islands

Department of Community and Cullural
Affairs

Saipan 96950

Ohio

Kristin G. Congdon

Assistant Professor

Art Education’Ant Therapy
Bowling Green State University
Bowling Green 43403-0211

Executive Director

Ohio Arts Council

50 West Broad Street No. 3600
Columbus 43215

Tim Lloyd

Coordinator

Traditional Arts Research and
Development Program

Ohio Arts Council

727 East Main Street

Columbus 43205

Oklahoma

Executive Director

State Arts Council of Oklahoma
Jim Thorpe Building

2101 North Lincoln Boulevard
Oklahoma City 73105

Oregon

Executive Director
Oregon Arts Commission
835 Summer Street, NE.
Salem 97301

Pennsyivania

Department of Folklore and Folkiife
Logan Hall Room 415

University of Pennsylvania
Philadelphia 19104

Director

Commonwealth of Pennsylvania
Council on the Arts

3 Shore Drive Office Center

2001 North Front Street

Harrisburg 17102

Shalom Staub

Director of State Folklife Programs

Governor's Heritage Affairs
Commission

309 Forum Building

Harrisburg 17120

Puerto Rico

Director

Institute of Puerto Rican Culture
Apartado Postal 4184

San Juan 00305

Rhode Island

Michael E. Bell

Director

Rhode Istand Folklife Project
The Old State House

150 Benefit Street
Providence 02903




Rhode Island (Continued)

Director

Rhode Istand State Council on the Arts
312 Wickenden Street

Providence 02903

Winifred Lambrecht

Rhode Island State Council on the Arts
312 Wickenden Street

Providence 02903

South Carolina

Executive Director

Souths Carolina Arts Commission
1800 Gervais Street

Columbia 29201

Gary Stanton

Folk Arts Coordinator
McKissick Museum
University of South Carolina
Columbia 29208

South Dakota

Executive Director

South Dakota Arts Council
108 West 11th Street
Sioux Falls 57102

Folk Arts Coordinator
Siouxland Heritage Museum
200 West 6th Street

Sioux Falls 57102

Tennessee

Richard Blaustein

Department of Sociology and
Anthropology

East Tennessee State University

Johnson City 37601

Center for Southern Folkiore
1216 Peabody Avenue

P. 0. Box 4081

Memphis 38104

Executive Director
Tennessee Arts Commission
222 Capitol Hill Building
Nashville 37219

Texas

Center for Intercultural Studies in
Folklore and Ethnomusicology

University of Texas

Austin 78712

Executive Director

Texas Commission on the Arts and
Humanities

P.0. Box 13406 Capitol Station

Austin 78711

Pat Jasper

Betsy Peterson

Kay Turner

Texas Folklife Resources
P.0. Box 49824

Austin 78765

James C. McNutt

Director of Research

University of Texas Institute of Texas
Cultures

P.O. Box 1225

San Antonio 78294

Utah

Hal Cannon

Director

Western Folklife Center
P.0O.Box 81105

Salt Lake City 84108

Carol Edison

Dave Stanley

Utah Arts Council

617 East South Temple
Salt Lake City 84102

Executive Director

Utah Arts Council

617 East South Temple Street
Salt Lake City 84102
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Vermont

Jane Beck

Vermont Folklorist

Vermont Council on the Arts
136 State Street

Montpelier 05602

Executive Director

Vermont Council on the Arts
136 State Street

Montpelier 05602

Virginia

Executive Director

Virginia Commission for the Arts
400 East Grace Street 1st Floor
Richmond 23219

Roddy Moore
Director

Blue Ridge Institute
Ferrum College
Ferrum 24088

Washington

Executive Director

Washington State Arts Comm, ssion
9th and Columbia Building

Mail Stop FU-12

Olympia 98504

Jens Lund

State Foiklorist

Washington State Folkiife Council
Mail Stop TA 00 L2102

Olympia 98505

West Virginia

Executive Director
Mountain Heritage Schoo!
P.O. Box 346

Union 24983




West Virginia (Continued)

Executive Director

West Virginia Arts and Humanities
Division

West Virginia Department of Culture
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Folklife in Education
A Sclected Bibliography

This bibliography includes entries chosen to give general overviews
of folklore and folklife study, information about ditferent colleetions of
traditional culture. or specifie references to folklife in edueation. The
books can be obtained from most large libraries and bookstores (or
direet from the publisher where indicated).

[NOTE: Four previously published bibliographies were instrumental
in preparing this one. They were Simon Bronner, “Suggestions for
Reading” in “"FOLKPATTERNS: 4.1 Leader's Guide.” Michigan State
University Cooperative Extension Serviee, East Lansing, Michigan,
1982: Deborah Bowman and Elizabeth Harzoff, “Folklife in Edueation:
Bibliography for Teachers,” typeseript manuseript, n.d.: Kristin G,
Congdon, "Educators and Classrooms,” in Simon Bronner, ¢d.
American Folk Art: A Guide to Sources (New York: Garland Publish-
ing. Inc., 1984): and Diane Sidener, John Reynolds and Francesea
MeLean. “Folk Artists in the Schools: A Guide to the Teaching of
Traditional Arts and Culture,” The Folklife Center, International

‘ House, Philadelphia, Pennsylvania, 1986,

The Study of Folklore and Folklife:
General Introductions and Collections

Abrahams, Roger, ed. Jump Rope Rhymes—A Dictionary. American
Folklore Socicty, Vol. 20, Austin and London: University of Texas
Press, 1969, This volume, as its title suggests, is an alphabetized
colleetion of jump rope rhymes with commentary on sources of
text and the distribution ¢f variation of texts.
Agee. James, and Evans, Walker. Let Us Noge Praise Famous Men:
Three Tenant Families. Boston: Houghton-Mifflin, 1941,
Ames, Kenneth Lo Bevond Necessity: Art in the Folk Tradition
(Winterthur Museum). New York: W. W. Norton & Co., 1977.
Baker, Donald D. Local History: How to Gather It, Write It and
Publish Ir. New York: Social Science Researeh Couneil, 1974,
Bartis, Peter. Folklife and Fieldwork: A Layman’s Introduction to
Ficld Technigues (Publications of the American Folklife Center
3). Washington, D.C.: American Folklife Center, 1979,
Bawm, Willa K. Transcribing and Editing Oral History. Nashville,
TN: Amcerican Association for State and Local History, 1977,
Brunvand, Jan Harold. Folklore: A Study and Research Guide, New
York: St. Martin's Press, 1976, This short book is a companion to
Brunvand's college textbook. 1t offers guidelines for writing a
research paper on folklore and for identitving major bibliographic
sourcees for folklore study. 1t includes a uscful glossary of basic
terms in folklore study. 144 pp.. Index of Authors, Glossary.
Q
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. ed. Readings in American Folklore. New York:
W. W. Norton, 1979, This anthology of representative studies of
American folklore and tolklife is aimed at the undergraduate. The
articles fall under four main headings: Collections of American
Folk Materials, Folklore in Context, Analysis and Interpretation of
American Folklore, and Some Theoretical Perspectives in
American Folklore. Of interest to people in Michigan are Aili K.
Johnson's essay, “Lore of the Finnish-American Sauna,” and
Richard M. Dorson’s article, “Folklore at a Milwaukee Wedding.”
Both contain Michigan material. Brunvand introduces cach arti-
clewith prefatory commentsand bibliographic suggestions.
1606 pp.

. The Study of American Folklore: An Introduction. New
York: W. W. Norton & Co.. 1978, Since the first edition of this
book was printed in 1968, ithasbeen a basic textbook in introdue-
tory college tolklore classes. The central coneern is defining and
desceribing the genres and texts of folklore. The book contains five
basic seetions: Introduction, Oral Folklore, Customary Folklore,
Material Folk Traditions, and Appendices (Sample Studies of
Folklore). Each chapter has bibliographic suggestions for further
reading and rescarch. 460 pp., Index.

Cotterell, Arthur, A Dictionary of World Mvythology. New York:
Putnam Books, 1980, This volume was reccommended by teachers
as i convenient referene.

Dewhurst, C. Kurt: MacDowell, Betty: and Machowell, Marsha, Artists
in Aprons: Folk Art by Amcerican Women, New York: E. P,
Dutton, 1979,

Dorson, Richard. American Folklore, 2d rev. ed. Chicago: University of
Chicago Press, 1977, This book, which was originally published in
1939, is a classic work on American folklore. Dorson has a de-
cidedly historical bent toward tolklore study. Hissceetions inelude:
Colonial Folklore, Native Folk Humor, Regional Folk Cultures,
Immigrant Folklore, The Negro, Folk Heroes, and Modern Folk
lore, Appended to the book are important Dates in American
Folklore, Bibliographic Notes to his chapters. a Table of Motits and
Tale Types. and an Index. 338 pp.

American Folklore and the Historian, Chicago:
University of Chicago Press, 1971, For those especially interested
in the retation of folklore to history, Dorson includes some of his
renowned essavs: Oral Tradition and Written History,” “Local
History and Folklore,” "Defining the American Folk Legend.”
“Folklore Rescarch Opportunities in American Cultural History,”
and “Folklore in Relation to American Studies.”™ He also has
seetions on “Folklore in Nmerican Literature™ and “Fakclore.™
231 pp.. Index.
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Buying the Wind: Regional Folklore inthe United States.
Chicago: 'niversity of Chicago Press, 1974,

o ed. Folklore and Folklife: An Introduction. Chicago:
University of Chicago Press, 1972, This book is a basic text for
surveving the genres and methods of folklife and folklore study.
The genres tall under the categories of oral folklore, social tolk
custom, material culture, and tolk arts. Covered under methods
arce ticldwork, archiving, the use of printed sources, muscum work
in folklife, and folk atlas mapping. Dorson introduces the book
with o survey of  the major coneepts currently circulating in

folklore and folklife study. 561 pp.. Index, Contributors.

Eaton, Alen. Handieratts of the Sowthern Hishlands, New York:
reissuced by Dover Publications, 1973,

Family Folklore Program of the Festival of American Folklife, Family
Folklore. Washington, D.C: Smithsonian Institution, 19706,
(Order direet from publisher tor 83.00. Smithsonian Institution’s
Office of Folklife Programs, L'Enfant Plaza, Suite 2000, Washing.
‘ ton, D.C.20500.) Colleetion of narratives compiled by the Family
Folklore Program can serve as a guide to possible arcas for investi-
sation by students. Included are suggestions for interviewing vour
own family and a list of publications for further reading,

Georges, Robert AL and Owen Jones, Michacl. People Studying
People: The Human Element in Ficeldwork, Berkeley, CA:
University of California Press, 1980,

Glassic, Henry, Patterns in the Material Folk Culture of the Eastern
United States. Philadelphia: University of Pennsyivania Press,
196S. Fxamining the physical aspects of folklife —muaterial
culture—is an essential part of understanding the American
experienee. Glassie aptly demonstrates how artifacts can be used
as evidenee tor the diffusion of ideas in America. e also uses
variation in folk artifacts (especially architecture) as an index to
the formation of American regions. Appended to the book is an
exeellent bibliography. 316 pp.. Index.

Goldstein, Kenneth S. 4 Guide for Field Workers in Folklore.

Hatboro, PA: Folklore Associates, 1964, Reprinted by Gale

Resciareh Company, Book Tower, Detroit, MI 1974, Thisbook isa

basie text familiar to all folklorists, Tt covers the problems and

procedures of fickdwork, including formutating the problem

‘ stitement, making preficld preparations, establishing rapport,
and methods of observation and interview colleeting, It also dis

cusses the motivation and remuneration of informants. The

preface was written by Hamish Henderson, 199 pp.. Bibliography,

o Index.

ERIC

O "
) vi




Hand, Wavland, ed. Popular Beliefs and Superstitions: A

Compendium of American Folklore from the Ohio Collection of
Newbell Niles Puckett, 3 vols. Boston: G. K. Hall, 1981, The
P"uckett Collection, which has been called the finest of its kind for
any single arca in the world, has special pertinence to Michigan
projects sinece the items come from the neighboring state of Ohio.
Out of 70,735 beliefs gleaned from every county in Ohio, the
cditors have seleeted 36,209, which appear in the first two
volumes, The third volume—a full index to this huge collection—
contains entries not only on the 87 different cthnie groups
represented but also on such diverse topies as animals, birthdayvs,
counteractants, dreams, eggs, firsts, ghosts, hair, cte. The set also
offers a comprehensive introduction to the subject of folk belicfs
by Professor Hand, an expert in the field. 1,829 pp.in 3 vols..
Index.

ced Popular Beliefs and Superstitions from North
Caroling. The Frank C. Brown Collection of North Carolina
Folklore, vols. 7 and 8. Durham, NC: Duke University Press, 1964,
Even though the 8,569 beliets in this collection come exclusively
from North Carolina, the editor puts them ina national context by
means of his full annotations. The classitication system used here
and elsewhere (e.g.. in the Puckett collection below) has become
standard. Vol. 7. 664 pp.: Vol. S, 677 pp.: Index.

Ives, Edward Do The Tape-Recorded Interciese. Knoxville: Tniversity

of Tennessee Press. 1080,

The Tape-Recorded Intervicwe: A Manual for Ficld-
workers in Folklore and Oral History, Knoxville: University of
Tennessee Press, 1974, Seetions of this very usetul handbook
deseribe howa tape recorder works, interviewing procedures, and
methods for processing the resulting information. Fxamples of
release forms, transeripts, and a tape index are helptul for the
beginning collector and archivist. 130 pp., Index.

Jones, Michacel Owen. The Hand Made Object and Its Maker,

Berkeley and Los Angeles: University of California Press, 1975,
This is an advanced book on folk art and craft. Jones suggests
vitluable insights into the nature of tradition, art, and community
by investigating a single Appalachian chairmaker. His comments
on follk aestheties and behavior are especially valuable, 2601 pp..
Notes,

Jones, Suziced. Wehtoots and Bunchgrasses: Folk Art of the Oregon

Clountery. Salem: Oregon Arts Commiission, 1980,
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Knapp., Mary and lerbert. One Potato, Twwo Potato: The Sceeret
PI A

Education of American Children. New York: W.W. Norton, 1976,
A collection of children's folklore that has been analyzed and
categorized according to the psychological functions of ¢hildren
within a cultural context. Includes a comprehensive historical
reference list,

Leach, Maria, ed. Funk and Wagnalls Standard Dictionary of Folk-

lore, Mythology and Legend. New York: Funk and Wagnalls,
1949, Because of its full entries, users will consider this reference
book more of an eneyvelopedia than a dictionary. They may wish
especially to consult pages 1,138 to 1,447 for the Boggs System,
which appears in an entry entitled “Types and Classification of
Folklore,” by Ralph Steele Boggs. Using the numbers provided in
this classification system, vouth can label cach item in their
collection: the items can then be filed in a logical order, just like
library books which are marked with Dewey Decimal or Library of
Congress classification numbers. For example, in the Boggs
Svstem, legends about animals (B440) fall between legends about
human beings (B430) and legends about celestial bodies (B450).
Meanwhile these legends about animals are subdivided into
legends about mammals (B442), birds (B444), inscets (B440),
cte. 1,196 pp., Index (in later reprintings only).

Lindahl, Carl; Rikoon, Santford J. and Lawless, Elaine. A Basic Guide

to Fieldwork for Beginning Folklore Students (FPG Monograph-
Series, vol. 7). Bloomington, IN: Folklore Publications Group,
1979, Order dircet from publisher for 83.66. This guide was pre-
pared for introductory classes in folklore at Indiana University,
but it is also useful to leaders for suggesting collection topies and
methods of researching and preparing a folklore report. There are
also seetions on assembling a projecet, using archives, and dealing
with informants and groups. 124 pp., Bibliography. Glossary.

Mansficld, Pam, and Prieve, B Arthur, Elements of Folk Music Festi-

cal Production. Madison, W Board of Regents of the University
of Wisconsin, 1985, .\ manual that addresses the organizational
aspects of ereating and maintaining a successtul folk festival,
Ctilization of personnel, scheduling of events, and publicity are
among items discussed. Sample festival timeline is presented. 46
pp Mvailable through Center for Arts Administration, Graduate
School of Business, 1135 Observatory Drive, Madison, Wisconsin
ARYLLIY

Montell, Lynwood, and Allen, Barbara, From Memory to History:

U'sing Oral Sowrces in Local Historical Rescearch. Nashville, TN
American Association for State and Local History, 1981,

nln
J

[ 9]




O

ERIC

Aruitoxt provided by Eic:

Opic, lona and Peter. The Lore and Languwagde of Schoolchildren.
New York: Oxford University Press, 1969, Contains games and
examples of children's lore that are practiced in Great Britain
and or America. Offers good examples for comparative research
of English and Amcrican children’s lore.

Children's Games in Sereet and Plavground. Oxford:
Oxford University Press, 1969, A book of children's folklore
Includes descriptions of games plaved in Great Britain with some
commentary. The book is a result of i broad survey of contempo
rary children's free play patterns

Powdermaker, Hortense, Stranger and Friend: The Way ot an
Anthropologist. New York: W, W, Norton, 19606,

Practicing Anthropology: A Carcer-Oriented Publication for the
Society of Applied Anthropology, Vol 1 & 2, 1983, Articles are
contributed by folklore scholars, Published quarterly: this issue,
34 pp. Available through Practicing Anthropology. 1001
Connceeticut Avenue, Suite SO0, Washington, DO 20036,

Spitzer, Nicholas, ed. Louisiana Folklife: A Guide to the State. BPaton
Rouge, LA Division of Arts, 1986, 300 pp. with photographs,
resources, extensive documentation h)’ prut'c.\\iml:ﬂ.\.

Spradlev, James P and MeCurdy, David W, The Cultural Experience,
L'thnography in a Complex Socicty. Chicago: Sciencee Resairch
Assoc., Ine. 1972 Sce Chapters 1 and 20 pp. 3 27,

Sutton-Smiith, Brizm. The Folkgames of Children. Austin: University ot
Texas Press, 19720 An assemblage of essavs that focus on chil
dren's games, One essay deseribes, analvzes, and documents
historical changesin games played by New Zealand children trom
the late nineteenth century to the present. Another essay sim
ilarlv documents changes in American children's gimes over o
period of 60 vears,

Thernstrom. Stephan, ed. The Harcard Enceyelopedia of Anierican
Ethnice Groups. Cambridge, MA: Harvard University Pross, 195

Tocthen, Barre, The Dyvnamies of Folklore. Boston- Houghton Mitthin
1979, See Chapter 1opp. 23 43,

Viach. John Michact, The Atro-Amierican Tradiicicon an Decorat o
Aresnop Greear Lakes Lithograph Co 1978 Distributed by ilvene
State University Press, Kent, Ohio,

Weinstein, Robert AL and Booth Larey. Collection, Use and Care o
Historical Photographs: Nashville, TN Amencan Associmtion ton
State and Local flistory, 1977,

Wheeler, Thomas Coed. The Immdgrant Experience: The Angrasicor
Becoming an American. New York: Pengumn Books, 1971

82
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Zeiting, Steven . Kotkin, Amy.J.: and Baker, Holly Cutting. A Celebra-
tion of American Family Folklore. New York: Pantheon Books,
1982, A survey of the different kinds of folklore colleeted by and in
families. A guide to collecting is included.

Folklife and Education

Adams, Robert, ed. Introduction to Folklore. Columbus, Ol
Collegiate Publishing Inc., 1977, Articles that define and explain
the folklore process and where it is found. Focuses on folk legends,
belicfs and superstitions, tales, music, games, erafts, architecture,
cookery, and literature. Copies available at: Collegiate Publishing,
Inc., 4480 Re'ugee Road, Columbus, O 43227, 185 pp.

Mumnan, Terri; Burack, Lynda: Dwver-Shick, Susan: Edgette, Joseph,
and Leeds, Wendy. “Folklore and Education: A Scleeted
Ribliography of Periodical Literature.” Kevstone Folklore, #22,
Nos. 1-2 (1978).

Amirhein, Sr. Carolyn: Garrett, Mary Nocand Stevenson, Louise. Black
Appalachian Resour e Book, Cincinnati, Oll: Appalachian
Training Scries for Teachers, 1981, Available from Urban
Appalachian Counceil. Room 514, 1015 Vine St Cincinnati, O11
43202,

Anderson, June Maidment. "Somecething Special: A Musceum Follk Arts
rogram as Community Outreach.” Muscum News 04, No.o 3
(February 1986), pp 50-57.

The Arts, Education and Americans Pancl, David Rocketeler, r.,
Chairman. Coming to our Senses: The Signiticance of the Arts
for American Education. New York: MeGraw-HHll, 1977,

Daker, Denise. Learning About Delazcare Folklore. Wilmington, DI
Delaware Arts Council, 1978, Depicts participation of 22 in
digenous folk artists in Sussex County community schools, pre
senting and or demonstrating, their eraft. Includes wreath mak
ing. quilting, becekeeping, wood carving, rugbraiding, local
savings, and more, B W photos: 8O pp. Available through the
Sussex County Folklore Program. Delaware State Arts Council,
Wilimington, Delaware,

Ball. John. ed. “Folklore and Folklife, N Teacher's Manual.™
Smithsonian Institution, Office of Folklite Programs, Washington,
D.Coonds N teacher's manual designed tor use with student ticld
trips to the Smithsonian Festival of American Folklite, Topies
include family folklite, follk music, and cthnice folklore, The sepa
rate entries have been contributed by individual experts in the
various ficlds, Suggestions for classroom activities are oftered.
Bibliography. Available from the Folklife Program. Smithsonian
Institution, 2600 L Enfant Plaza. SW, Washington, D.C... 20560,
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Barnes, Madeleine Glynn, "Folkways: A Beginners Guide.” The Center
for Peace at St. Stephens, Columbus, Ohio, 1983, A small booklet
designed to increase awareness of customs, games, and foods
associated with people in our surrounding communities. Part of
the St. Stephen’s project to promote intercultural understanding
and peace. 10 pp. Available through the Center for Peace at St
Stepnens, 30 West Woodrutt Avenue, Columbus, Ohio 43210,

Barnct, Judith M. “Culture’s Storchouse: Building Humanities Skills
Through Folklore.” Intercom 90 91, GI'E Humanities Scries
Project. X teacher's guide for the teaching of English and literature
through the use of folktales and oral art forms. Teaching methods
and suggestions are arranged as appropriate to grade levels, cur-
riculum topics, and goals.

Becek, Jance, et al. “\lwavs in Scason: Folk Art and Traditional Culture
in Vermont—A Resource Manual for Educators.” Vermont Coun
cil on the Arts, Montpelier, Vermont, 19820 \ representative
sample of Vermont tolk art traditions as depicted along with
suggested in-classroom., pre-muscume-visit activitics, on-site activi-
ties, and post-visit activities. Includes vocabulary list, bibliog:
raphy, and list of Vermont folk art and folklite resources, 19 pp.
Available from Vermont Council on the Arts, 136 State Street,
Montpelier, VT 053602,

Beek, Jane. "Legacey of the Lake: A Study Guide to Folklore of the Lake
Champlain Region.” Vermont Folk Life Center, Montpelicer,
Vermont, 1983, Statement of philosophy and history of traditions
of Lake Champlain folklore. Suggests classroom approaches to
studving these traditions and Legacey of the Lake slide tape
presentation. Includes tape transeript, vocabulary list, bibliog
raphy. Order from Vermont Follilife Center, 136 State Strect,
Montpelier, VT 050602,

Belanus, Bety I etal, “Folklore in the Classroom. ™ Indiana Historical
Burcau, Indianapolis, Indiana, 1985\ workbook developed for
teachers of tolldore in Indizna public schools. Includes definition
of tolklore, tolklore games, learning activities, educational issues,
and resources. 93 pp., plus activity pages. Available through
Indiana Historical Burcau, 110 North Scnate, Indianapolis, IN
162000 Price; 85,00,

Y

Bowman, beborah, “Folklite and Fducation.” Practicing Anthropol-
ooy Vol 7.No L and 2, 19851011
(&) )
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Aruitoxt provided by Eic:

Brigham, Dianc: Shoemaker, Marla; and Gundaker, Greg. “The
Pennsylvania Germans: A Celebration of Their Arts 1683-1850.”
Philadelphia Muscum of Art, Philadelphia, Pennsylvania, 1982,
Teacher’s guide and student’s workbook (middle to upper cle-
mentary level) to teach the art and furniture design of German
immigrants living in Pennsylvania between 1683 and 1850,
Includes slides and slide seripts, art activities, masters, brochures,
cte. Guide and workbook available from School Programs,
Division of Education, Philadelphia Muscum of Art, Philadelphia,

PA.

Broohe, Pamela. “Songs Jumping in my Mouth: Humanities Activity
Gaide for Classroom or After-School Programs.™ A supplemental
program guide for use with the 13-segment radio series. The series
explores children’s songs and rhythm practices as they reflect
historical and cultural traditions. Programs are distributed by
National Public Radio. Guide includes activities, background
information, record, illustrations, hibliography. 120 pp. Available
through Songs Jumping in my Mouth, WETA, Box 2626, Washing.
ton. DC 20013,

Bulger, Peggy. A, "Defining Folk Arts for the Working Folklorist.”
Kentueky Folklore Record, 26 (1980): 62-65.

Butcher, Vada: Levine, Toby H.pand Standifer, James A “From Jump-
street: .\ listory of Black Music—S8Scceondary School Teaching
Guide.” Greater Washington Educational Telecommunications
Association, Inc., Washington, D.C., 1980, .\ manual of supple:
mentary materials to be used in conjunction with viewing the
related series of 1LY halt-hour television programs by the same title.
Provides information on cach program itsclf and extensive class
room aetivities to be used after students have viewed the shows.
Program content traces black music traditions from sources in
Africa to present American practices. For secondary elassroom
application. B W photos: bibliography. 186 pp. Guide available
from Dr. Charles Do Moody, Dircctor. Program for Educational
Opportunity, 1046 School of Education, University of Michigan,
Ann Arbor, Michigan $8109,

Calestro, Peggyv, and L Ann. Appalachian Cultwre, N Guide for
Students and Teachers, Columbus: The Ohio State University
Rescarceh Foundation, 1976,

Caney, Steven, Kid's America. New York, Workman Publishing
Company, 1978,

Celsor, Sharon. “Folk Artists in Schools Programs Funded by -he Folk
Arts Program (1976 1984) " 1984, Typeseript report available
from the Folk Arts Program. Nattonal Fodowment tor the Arts,
Washington, D.C..
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Chalmers, F. Graceme. “"Teaching and Studving Art History: Some
Anthropological and Sociological Considerations.” Studies inArt
Education, 20(1) (1978): 18-25. Promotes the inclusion of folk,
popular, and environmental arts in conventional art curricula,
contending that folk arts have been too easily disregarded in art
gallery settings and muscums,

- At Education as Ethnology.™ Studies in Art Education
22(1981): 6-14. Proposes that all art is valuable as a key to under-
standing people in culture, and that folk artists, popular artists,
and art audiences should be viewed as meaningful expressions of
that culture. Students of art should be taught that art functions to
preserve and also retleet and or precipitate change in culture.

Chapman. Laura. "Coming to Our Scnses: Bevond the Rhetorie.™ Art
Education, 31(1) (January 1978): 4.9,

Christenson, Jackic. "Ethnic Folklore and the School Art Curriculum.™
New York Folklore 2(1976): 177-80. The author proposes that
folk art taught at the secondary level might be usetul in bridging
the gap between home and sehoe values for minority students. In
San Antonio, Texas, students had an opportunity to draw pictures
of theirlegends and religious beliefs as well as diagram tolk music.

Cociho, Dennis. “The Folklorist and the Folk Artist-in-the-Schools
Program: A Case for Involvement.” Keystone Folklore, 22(3)
(1978): 1-14. .\ critique of the tolk-artist-in-the-schools program,
stressing the need for a proper definition of folk art and an
assessment of the current methods for scleeting participating
artists. Recommends that those involved in programs seek a better
understinding of folklore's functions in culture and maintain
closer contacts with folklorists,

Congdon, Kristin, “Expanding the Notion of Creativity: Another Look
at Folk Arts.” Canadian Review of Art Education Rescarch 11,
1984, Defends the premise that the ereative aspects of tolk art
activity enn tunction to facilitate art education goals in wavs that
Bave been underrated and misunderstood in the past. Bibliog
raphy. 16 pp.

"\ Folk Group Focus for Mulucultoral Education.™ e
Fducation 37, No. 1 (lanuary 1985), Multicultural education
coneepts need to extend bevond the theoretical and need to be
applicd to the appreciation of cultural expressions of all commu
nities. So-called ethnie art should not be viewed as “other than
mainstream’™ art. M individualds use art as o communication

o svstem, through which unique aesthetie choices are expressed.
O P
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.\ Folklorie Approach to Studying Folk Art: Benefits for
Cultural Awareness.” Jouwrnal of Mudti-Cultural and Cross-
Cultural Research in Art Education 2, No. 1 (Fall 1984), 5-13.
Promotes theinclusion of diverse groups—ethnice, regional,
income, religious, and oceupational—in art education programs.
Based on the beliet that all people are multicultural and the
appreciation of cultural diversity is a worthy art education goal.

- tlssues Posed by the Study of Folk Art in Art Education.™
Bulletin of the Caucus on Social Theory and Art Education
(National Art Education Association) (Spring 1986). Promotes
and justifies the use for cultural pluralisim in our appreciation of
folk artforms, Prejudicial and discriminatory practices need to be
examined with aview toward redefining our sometimes clitistand
otherwise limited pereeption of what constitutes folk art.
Bibliography.

CThe Meaning and Use of Folk Specch in Art Criticism, ™
Studdies in Art Education 27 (April 1980). Defines tolk specchi as
‘ “words or phrases used by members of any group whatsoever who
share an understanding of cach other's meanings.” Developing an
awareness of and appreciation for the value of community dialecet
and terminology provides insight into the heritage and dignity of
other people'sidentities. This understanding should be transhated
into our aceeptance of students’ heterogencous symbolic expres:
sions and perspectives. Bibliography,

A Theoretical Model tor Teaching Folk Art in Are Educa-
tion Scttings. Unpublished dissertation, University of Oregon,
1OS83.

Cutting Baker, Holly, and Kotkin, Amy. “Family Folklore: .\ Maodel
Course Outline for Sceondary Schools and Colleges.™ Family
Folklore Center, Smithsonian Institution, Washington, D.C..
Theory and design for the study of tamily tolklore in a secondary
school or college setting, Bibliography. 15 pp. Available through
Smithsonian Institution, Family Folklore Center,

Cutting Baker. Hollv: Kotkin. Ny and Yocum, Margaret. “Family
Folklore: Interviewing Guide and Questionnaire.” 197, Available
from the Superintendent of Documents, U.S, Government Print
ing Otfice, Washington, D.CC. 20402,

‘ Decher, HoMax, “Local Folklore: An Untapped Treasure.” School and
Comnmuoity, 39(October 1972): 23, Author's intent is to demon
strate through examples from primarily rural scettings that folklore

o an casily be fornd - all we have to dois look around us.
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DeVane, Dwight Jr., and Loomis, Ormond H. A Report on Folk Arts
Programming in Florida Schools.” Florida Folklife Program,
White Springs, Florida, 1982, Recounts project whereby Tampa
Bay arca folk artists visited students and demonstrated their tradi-
tions in five Hillshorough County schools. Includes b w photos,
projectdeseriptions, student projects, Florida folklore bibli-
ography, 57 pp. Available from Florida Department of State,
Florida Folklife Program.

Dorson, Richard M., and Carpenter, Inta Gale. “Can Folklorists and
Educators Work Together?” North Carolina Folklore Jowrnal
20(1978): 3-13. Seeks to educate educators of folklore to the
proper and appropriate wavs of teaching folklore, Emphasizes
consultation with folklorists, pittalls of obseene or racist folklore,
and the differences between the folklore jargon of educators and
tolklorists. Suggests setting differing goals for secondary and
university students, selecting proper literature, and using field-
work study as a tecaching method.

Fleuterio-Comer, Susan. “Folk Artists in the Schools Program: .\
Closer Look, 1982." Unpublished thesis report, State University of
New York College at Onconta at its Cooperstown  Graduate
Programs for M.\, 1982,

“Folklife in the Classroom: N Guide for Florida Teachers.” 2d ed.
Florida Folklife Program,White Springs, Florida, 1983, Available
from the Florida Folklite Program, P, O, Box 265, White Springs,
FL 32004,

"Folksong in the Classroom.”™ A newsletter fora network of teachers of
history, literature. music. and the humanities. 84.00 per vear.
Mailable through Lawrence 1 Scidman, 140 1l Park Avenue,
Gireat Neck NY 11021,

Forman, Deidra. Lowisiana Cultwre, Teacher's manual for unit on
folklore in Louisinua tor use as @ social studies cleetive for eleventh
and twelth graders. Bibliography. Lists resource materials. Avail
able from Caleasicu Parish Schools. .0, Box SO0, Lake Charles,
LA 70602,

Glassic, Henry, and Leach, Mackdward., A Gudde for Collectors of
Oral Traditions and Folk Cultwral Material in Pennsyleania,
Harrishburg, P Pennsvivania Historical and Muscum Commis
sion, 1908, \ usctul guide on methods for collecting tolklore.

Girigsby, 1 Fugene Jro vt and Ethnics: Backgéround tor Teaching
Youth in « Phuralistic Socicey. Dubuque, L\ William C. Brown,
1977, .\ good discussion of the value of including cthnice art in
public school curriculums. Provides a thoughtful rationale and
approach tfor tecaching cthnic art. Bibliography.
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Groee, Nancey, ed. “View from Staten Island: The 1985-86 Folk Arts in
the Schools Program.” Staten Island Council on the Arts, New
York, New York, 1986, Depicts, through students’ illustrations,
photos, and text, a program in which a series of gifted traditional
artists visited classrooms in Staten Island Schools. Artists demon-
strated crafts, and students were able to apply technigque them-
sclves. Chinese calligraphy, rope work, Borean dancing, games,
Norwegian rosemaling, ethnic recipes, and more. 40 pp. Available
through Staten Island Council on the Arts, New York, NY 10305,

“Generation to Generation: The Staten Island Folk
Artists in the Schools Projeet.” Staten Island Counceil on the Arts,
New York, New York, 1985, A colleetion of folklore material from
Staten Island tolk artists who visited area elementary classrooms
to show, demonstrate, and or perform their crafts. Includes b ow
photos, family storics, recipes, ethnie customs, songs, 32 pp.
Available from Staten Island Council on the Arts, Ine., One
Edgewater Plaza, Room 212, Staten Island, NY 10305,

“llands On: Newsletter for Cultural Journalism.™ Rabun Gap, GA: The
. Foxfire Fund, Inc.

Hufford, Mary. “A Tree Smells Like Peanut Butter: Folk Artists in a City
School.” The New Jersey State Council on the Arts, Trenton, New
Jersey, 1979, Chronicles the artists-in-the-schools program in
Camden, N Emphasis of program is on how the artist and
creations embody lirger community values. B W pictures of
artists and students. 66 pp. Available from New Jersey State
Council on the Arts, 109 West State Street, Trenton, NJ 086285,
82.95.

Indiana Communities Project. Sharing Our Lives: A Handbook for
Community Oral History and Folklore Rescarch Projects.
Bloomington, IN: Indiana Communitices Project. 1983, Available
from Indiana Communitics Project, Folklore Institute, Indiana
University, 304 North Fess Avenue, Bloomington, IN 47405,

Lickson, B MeGulloeh. Jand Weigle, M. Folklore Folklite. Washing
ton, D.C: American Folklore Society, 14984,

Jackson, Bruee, od. Teaching Yolklore. Buftalo, NY: Documentary
Rescarch, Ine., 1984, X compilation of articles contributed by
folklore scholars trom university scttings across the United States.
Articles focus on the theory and practice of folklore instruction in
higher education. 1534 pp. Available at Documentary Research,

. Ine., Box 163, Bidwell Station, Buftalo, NY 11222,

Jordan, Philip D. “Folklore tor the School.™ Social Education 15
(February 1931): 39 63, 74, The author secks to establish the
importance ot folklore environments and the unigue ahilities of

tolklore artists and tradition bearers.
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Kaplan, Ann R, *Minnesota Folklife.,”™ Roots 2, No. 3 (Spring 1983).
Available from: Order Department, Minnesota Historical Society,
1500 Mississippi St., St. Paul, MN 55101,

Katz, Elaine S. Folklore for the Time of Your Life. Birmingham, AL:
Oxmoor House, Inc., 1978, Discusses theoretical basis of folklore
traditions and desceribes folklore resources, information-
gathering techniques, eraftpersons, and lifestyvles. Good introdue-
tion to how folk traditions offer participation in a broader human
experience. Bibliography. 242 pp. Available from Oxmoor House,
P.O. Box 2463, Birmingham, Alabama 33202,

Kautman, Irving. Art and Education in Contemporary Culture, New
York: Macmillan, 1966, A\ view of folk culture as it is retleeted in
contemporary culture. Highlights the values and possibilities for
art teachers of incorporating tolk art into art education.

King. Edith W. Teaching Ethnic Awareness: Mcthods and Materials
for the Elementary School. Santa Monica, CA: Goodyear
Publishing Co.. 1980, An excellent manual of ethnie awareness
activities that are applicable to any ¢thnie group. Suggests wayvs to
include parents in classroom activities. Bibliography.

Kirshenblatt Gimblett, Barbara. “An Aceessible Aesthetie: The Role of
Folk Arts and the Folk Artist in the Curriculum.”™ Newe York
Folklore 9, Nos. 3-4 (Winter 1983): O IS,

Lambrecht, Winnie. “Folk arts in the Schools: A Contradiction in
Terms. " InJane C. Beek. ed.. *Public Programs Newsletter.” 1, No.
2 (September 1983): 7-8.

Lanicer. V. The Trojan Horse of Glass: .\ Cabalistic Theory of Reeent
Developmentin Art Education.” ‘vt Education 31, No. 6
(October 1978): 1215,

JUSix ltems on the Agendator the Eighties.” e Kducation
A3, No. S (1980): 16 23,

Lee, Heetor, H “Nmerican Folllore in the Sceondary Schoaols™
English Journal 39 (1970).

MacDowell, Marsha, N Guide o Greater Lansing Area Folklife
Resourees.” Michigan State University Folk Culture Series 3. No.
1. The Michigan State University Muscum, Fast Lansing, Michi
san, 1983, .\ guide for teachers in the Greater Lansing arca,
Ingham County, Michigan, produced as partofa tolk artist in the
schools program. Focuses on wavs to identity follc artists and wavs
to use tolk artists in schools. Also provides a guide to area orga
nized resources that could be useful in planning folk arts and
cducation programs,
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. Foodways: A 4-1 FOLKPATTERNS Projeet™ (411 1329).
Michigan State University Cooperative Extension Service, East
Lansing, Michigan, 1985, A student’s packet containing booklet
and activity sheets for vouths' study of past and present family,
community, and cultural food traditions. Includes games, check-
lists, activities, and informational texts. Booklet is 24 pp: 22
activity sheets. Available through the MSU Cooperative Extension
Service, Bulletin Office, 106 Agriculture Hall, Michigan State
University, Fast Lansing, M1 48824,

o FOLKPATTERNS: 4-H Leader's Guide ™ (411 1222).
Michigan State University Cooperative Extension Service, East
Lansing. Michigan, 1982, A handbook to prepare 4-11 leaders to
assist 4-1lers in beginning, condueting, and reporting on a FOLK.
PATTERNS project. A companion to “Family Folklore,” “Food-
wavs,” and “lleritage Gardening,” with practical suggestions,
resources, and activities. 44 pp. Available through the MSU
Cooperative Extension Service, Bulletin Oftice, 106 Agriculture
Hall, Michigan State University, East Lansing, M1 48824,

. “Himong Folk Arts: A Guide for Teachers.”™ Michigan State
University Musceum, East Lansing, Michigan, 1985, A workbook of
teaching resouree materials for acquainting students with Hmong
origins and history, refugee patterns, artexpressions, and cultural
traditions. Originally designed to accompany 1984 Michigan
Hmong arts exhibition. but may also be used on its own. Hlustra-
tive drawings, 46 pp. Available through the MSU Muscum,
Michigan State University, East Lansing. Michigan 48824,

. Folk Art Study in Higher Education in North America.”
Unpublished PhoD. dissertation, Michigan State University, 1982,

Miclke, David N . od. Teaching Mountain Children: Towwards a

Foundation of Understanding. Boone, NG Appalachian
Consortium Press, 1978,

Miller, Jimy Wasne, T Have a Place. Pippa Passes. KY: Alice Llovd

College Appatachian Learning Laboratory, 1981

Murvav, Jan. o The Migrations Project Resource Handbook: Folkk Artsto

Fuhanee the Curriculum.” The Teacher Coenter, Ine., New Haven,
Connecticut Ine.. 1981, Recounts the significance of migrant
neighborhoods and folk traditions, Includes essays, family trees,
interviewing ideas, oral traditions. Bibliography. Resources. 117
pp. Available from The Teacher Center, Ethnie Heritage Project,
New Haven, Conneeticut,
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Newman, Arthur, “Promoting Interculture Understanding through
Art.” Art Education 23 (1976): 18-20. An essay that addresses the
importance of understanding a culture through understandin its
artistic expressions. Stresses that teachers who teach cultural
understanding with art should tirst become grounded in a proper
clarification of values and beliefs. An example is used to suggest
that racial misunderstanding can be alleviated more suceessfully
through an understanding of cultural arts than through learning a
more conventional social history of a group.

Pasternak, Michack G, with Yonts, Jr.. Jumes Y. Helping Kids Learn
Multicultural Concepts: A Handhook of Strategies. Champaign,
IL: Rescareh Press, 1979, A great resource booklet tor teachers of
multicultural awareness. Includes over 400 suggestions, teaching,
strategies and studentactivities: extensive resources for obtaining,
commerceial and tree materials,

Povser, Stephen, and Bucuvalas, Tina. “Introduction to Arkansas
Folklore: A Teacher Student Guide.” Arkansas Arts Council, Little
Rock, Arkansas, 1980, Presents series of secondary level curricu-
Far units that can be used separately or in sequence, designed to
teach folklore concepts, genres, and methodology. Objectives
include developing an identity through awareness of family and
community history, transmitting cultural knowledge, honing
rescarch and communication skills. Bibliography. 63 pp. Avail-
able through the Arkansas Arts Council, The Heritage Center.
Suite 200, 225 Fast Markham, Little Rock, Arkansas,

Rosen, Naney, ed. “The HISTOP Manual: History Sharing through Our
Photographs.” Michigan Council tor the Humanities, Fast
Lansing, Michigan, 1983, Explanation of THSTODP as an inter
gencerational sharing of timily photographs within a group setting
plus contributions of HISTOP experiences and suggestions, 3 W
photos, 64 pp. Available at THSTOP, Nancey Rosen, Project
Dircetor, 1910 Torquay, Roval Oak, M1 48073,

Rutey, R Folklorist in Schools: Retining Public Fxpectations.”
Kentwcky Folklore Record 26 (anuary June 1980): 30 52,

Folklite Studics in the Classroom: A Primer. Galbert,
MN: Bron Forge Historieal Socicty, 1978,

Schuman Jo NMiles, At from Many Hands: Multicwdooral AveProjects
tor Home and School. Englewood Clifts, N Prenticee Hall, Ine..
1981,
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Sidener, Diane E.: Revnolds, John: and McLean, Francesea. "Folk
Artists in the Schools: A Guide to the Teaching of Traditional Arts
and Culture.” The Folklife Center, International House, Phila-
delphia, Pennsylvania, 1986. For use with the Philadelphia pro-
gram to bring folk artists into classrooms, Through performances,
workshops, and demonstrations, this program sceks to stimulate
students' awareness and appreciation of folk art customs and
artists trom diverse arcas in Philadelphia. Includes Afro-
American, vaudeville, Himong, Irish, and Ttalian traditions. Sug.
gested activities, resources, bibliographiy. 26 pp. Available from
The Folklife Center, International House, 3701 Chestnut St.,
Philadelphia, Pennsylvania 19104,

Sitton, Thad: Mchatty, George L.: and Davis, Jr., O, L. Oral History:
A Guidefor Teachers. Austin, TX: University of Texas Press, 1983,
A guide for teaching oral history technigues in the classroom.
Discusses signiticance of oral history for the preservation of family
and community heritage, 167 pp. Available from University of
Texas Press, P.O. Box 7819, Austin, Texos 78712,

Smith, R AL A Poliey Analysis and Criticism of the Artist-in-Schools
Program of the National Endowment of the Arts.” Art Education
30, No. 5 (September 1977): 1218,

Smith, R A “The Naked Piano Plaver: Or What the Rocketelier Report
‘Coming to Our Scuses” Really I8, Are Education 31, No, |
(January 1978): 1016,

Tallman. Richard S.. and Tallman, Laura \. Counery Folks: A Hand-
hook for Student Collectors, Batesville, AR Nrkansas College
Folklore Archive Publications, 1978, Order direet from publisher
for 83.95. This book was designed to be a tolklore text for second:
ary school-level students and is the culmination of a project
funded by the U.S, Office of Education. Ethnic Heritage Stadices
Branch. Seetions on defining tolklore and suggested topies for
folklore colleeting make this a usetul handbook. One seetion is
addressed “To the Teacher™ and gives useful suggestions tor
incorporating the study and collection of folklore into the class
room experienee. 134 pp. Index.

Tavlor, Anne. “The Cultural Roots of Art Education: A Report and
Some Models.” At Education 28 (1975): 9 13, The focus is on
how to bring art to the evervday people for whonu it was originally
intended. Suggests that folk art study may help dothis, in particu
lar through the developnmient and use of traveling ethnice arts
programs and musceum exhibits,
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Tavlor, David \\. “Duval County Folklite: A Guide for Fourth Grade
Teachers in the Duval County School System.™ Bureau of Florida
Folklife Programs, White Springs, Florida, 1985, A supplementary
curriculum unit on Florida folklife developed for use by fourth
grade teachers. Lleven one hour lessons. Technigues are univer-
sally applicable. Objects and family tradition, family stories,
foodways. occupational folklife, and more. 33 pp. Available
through Duval County Public Schools, Jacksonville, Florida.

Taylor, Jane L. and Tavlor, Lee J. lHeritage Gardening: Vegetables,”
Michigan State University Cocperative Extension Service, East
Lansing, Michigan. 1984, A bulletin for 4-1H members and leaders
who are interested in horticulture, foods and nutrition, and folk
traditions, and history and photography related to sime. Contains
drawings, sced information, agricultural lore. references. re-
sources, 40 pp. Available through the MSU Cooperative Extension
Service, Bulletin Office, 106 Agriculture 1all, Michigan State
University, East Lansing, M 48824,

“Tennessee Traditions: Music and Dance, A Teacher's Guide.™
Country Music Foundation, Inc.. Nashville, Tennessee, 1985, A
packet of materials developed for use in teaching Tennessee tolk
art traditions, Includes topic cards on musical instruments. tradi-
tional songs, ballads, dances: a cassette tape teatures representa
tive traditions: activity sheets offer activities graded tor later cle-
mentary, junior high, and senior high students: a reproduction of
the mural “The Sources of Country Music™ accompanies lists of
resource ordganizations and bibliography. Available through
Country Music Foundation, Education Department, 4 Music
Square East, Nashville, Tennessee 37203,

Theophano, Jance Schwarz, “Folklore and Learning.” Practicing
Anthropology Vol 7.No Fand 20 1983, 14 and 22

“The Children's Follore Newsletter.” ¢ o G0 W Sullivan L
Department of English, Fast Caroling University, Greenville, NC
2783 .

Tucker, Christine, and MacDowell, Marsha, “Family Folklore.™
Michigan State University Cooperative Extension Serviee, Fast
Lansing, Michigan, 1985, N student's packet containing booklet
and activity sheets for learning tamily folklore projects in 4 1
groups. Looklet contains 24 pp. 12 activity sheets. Mvailable
through MSU Cooperative Extension Office, Bulletin Ottice, 106
Agriculture Hall, Michigan State University, East Lansing. Ml
§SS2 .

Q

ERIC o Go

Aruitoxt provided by Eic:




Aruitoxt provided by Eic:

Ward, Vaughn, =\ Guide for Developing Folklife and Oral Tradition
Studies in Secondary Schools,™ 1979, A handbook of folklife and
oral tradition learning activitics suitable for implementation
within a traditional curriculum or as a separate elective. Provides
behavioral objeetives, activities, course outline, topical bibliog:
raphics, handouts. 91 pp. Available through Niskayuna High
School, Schencectady, New York.

Weitzman, David L. My Backyard History Book. Boston: Little,
Brown & Co., 1975,

Underfoot: An Exervday Guide to Exploring the
SAnerican Past. New York: Sceribner, 19706,

Wilson, Joe. and Udall, Lee. Folk Festivals: A Handbook for Orga-
nisation and Management. Knoxville: University of Tennessee
I'ress, 1982,

Folklife and Oral History Projeets Conducted by Students:
What They Did and How They Did It

Massev, Ellen Grayv, ed. Bittersweet Country. Garden Gty NY:
Anchor Press Doubleday, 1978,

Wigginton, Fliot, ¢d. The Foxfire Book. Garden City, NY: Anchor
Press Douvbleday, 19720 The book was the first in the Foxtire
series. lts main value is demonstrating a possible format for docu
menting and writing about local peeple and their traditions.
Despite certain coneeptual limitations of the Foxfire format, itis
useful for suggesting that communities have rich human resources
that students can investigate to learn about their culture and
cnvironment. 384 pp.. Index of People.

Wigginton, Eliot, ed. The Foxfire Books, Vols. 1 7. Garden City, NY:
Anchor Press Doubleday, 1975 1981,

I Wish | Could Gize My Son a Wild Raceoon. Garden
Citv. NY:Anchor Press Doubleday, 19706,

cd. Moments: The Foxtire Experience. Kennebunk, ME:
Star Press, 1975,

Wood, Pameka. ed. The Salt Book: Lobstering, Sca Moss Pudding,
Stoncicalls, Rum Running. Maple Svrup, Snowshoes and Other
Yankee Doings, Vols. 12 Garden City, NY: Anchor Pross
Doubleday, 1977 1979,

You cand Aunt Arie. Nederland, GOy bdeas, 1975,

Yoo, Syhvia, and Kokin, Lisa. Got Me a Story to Tell: A Multi-lthnic
Book: Fice Children Tell About Their Lices San Francisco: St
John's Fducational Threshold Center, 1977,
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Magazines: These Publications are Produced by Students
Who are Focusing Upon Their Own Cultural Environments
Apple Corps, P.O. Box 188, Flat Rock, NC 28731, Mimi Roscnblatt.

advisor.

Bittersweeet, Lebanon High School, Lebanon, MO 63336, Ellen Giray
Massey, advisor.

Cracklings, Valdosta High School, Valdosta, GA 31601, Duane Pitts,
advisor.

Foxtire, Rabun County High School, Foxfire Fund, fne.. Rabun Gap.
(A 30568, Eliot Wigginton, advisor.

Hickory and Lady Slippers, Clay County High School, Box 27, Calv,
WYV 25043, Jerry Stover, advisor.

Sca Chest, Box 278, Braxton, NC 25920, Richard Lebovitz, advisor.

Thistledown, Watkins Memorial High School, Southwest Licking
Schools, Patask:ila, OH 43062,

Films

Center tor Southern Folklore, Amcorican Folklore Films and Video-
tapes: A Catadog, Vol 2. New York: R R Bowker Co.. OS2
Ferris, Bill, and Peiser Judy, eds. American Folklore Films and Video-
tapes: An Index, Memphis, TN: Center tor Southern Folklore.

1976,

(Both volumes are available trom: The Center for Southern Folidore,
Box 40105, Memphis, TN 38104,
Records

Down Home Music, 10341 San Pablo Avenue, 51 Corrto, CA 91330,
provides records of traditional miusic by il order. Catalogs i
avaitable for many types of musie.

Flderly Instruments, 1100 North Washington, Lansing, M1 provides
records of traditional music by mail order. A comprehiensne
catalog is available.

Consulting Services and Resource Organizations

American Association for State and Local History, 708 Berry Road.
Nashville, TN 37208 Publishes materials and hosts workshops ol
seminars on oral history,
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Glossary

Affective domains, behavicral objectives, cognitive development,
competencv-hased curriculum, right brain leftbraintheories,
integrated curriculum, psychomotor skills, creative problem solv-
ing, cognitive mapping, performance objectives—all are terms that
are familiar to the professional educator, They are the jargon of his or
her diseipline. and the terminology is understood within the profes:
sional school environment in which an individual may be hoping to
implement @ folk-art-in-education program.

Likewise, the follwing terms or phrases are the working vocabulary
of the protessional folklorist: oral history, fieldwork techniques,
traditional symbolic and expressive culture, tradition bearers, cul-
tural seography, informal learning systems, and cthnography. A
folklorist attempting to plan a program with cducators who are une
familiar with the meaning of these terms as they relate to folklore will
encounter major roadblocks.

If the planning of any folk-arts-in-cducation project is to suceced.
the project developers must have an awareness and understanding of
terms hasie to folklore and education so that they can understand cach
other. Thus. for the henefit of those who might not have been intro
duced to commonly used terms that would undoubtedly be part ot the
planning of a folk-arts-in-education project or program, two lists have
been reprinted here. The first covers basie educational terms: the
seeond is a list of folklite terms,

4 “Glossary of Educational Terms.” Reprinted with permission from
WORKING IDEAS: A Guide for Developing Succeesstul Opera
Education Programs developed by OPERA Americaand Learning
About Learning. Copyrighted by Learning About Learning, 1983,
A rights reserved. Contact OPERN America, Education Program,
633 15 Street. MWL Washington, D.C. 20004 for any use ot informa
tion printed on these pages, orit you wish to purchase the complete
publication.

Lo Glossary of Folklite Terms,”™ Excerpted from Marsha MacDowell.
FOLKPATTERNS: A 411 Leader's Guide (4-1 1222)7 1982, This
material was developed and published by the 411 Youth Programs,
Cooperative Extension Service. Michigan State University, Initial
funding for this joint project with the Michigan State U niversity
Muscmm was provided by o grant from the National Endowment tor
the THumanities,

o V)
0HY)




O

ERIC

Aruitoxt provided by Eic:

Accountability
Acereditation
Achicevement
testing
Afrective goals

Alternative
schools

Assessment
Behavioral
objectives
Clareer
cducation
Child-centered

designs

(lognition

Curricuhon

Discipline

Daomain

Farly-childhoaod

Glossary of Educational Terms

The ability to report, explain, or justify vour edu-
ational program.

Certification that a school has met all formal
official requirements of academic exeellence,
curriculum, facilities, cte.

Tests that measure progress in general knowl-
edge of math, language arts, reading, and other
academic subjects.

Educational goals to improve student's sense of
selt, emotional well-being, and positive interac-
tion with others,

Schools or classrooms inside a school system
that students with: special needs or abilities can
attend in licu ofa regular classroom. Curriculum
is often specialized and or innovative.

Sce Evaluation.

Fducational objectives stated as specitic behav
iors that can be measured for change.

Special studies of types and qualifications tor
various adult carcers. Also vocational education.

Curriculum that focuses on the needs and abili-
ties of individual learners rather than on a fixed
mcethod tor teaching all students.

Knowledge or mental activities such as thinking
pereciving, remembering, comprehending,
inventing, and problem solving. Cognitive goals
seek to improve a student’s abilities to analyze,
svnthesize, evaluate, and otherwise process
information,.

The ccarse of study of a particular school, Cur
riculum may also refer to the actual materials
within the course of study. Curriculum theory
concerns the content and its form to be taught to
students,

N branch of instruction or learning, sael as
seicnee.
Aicld of action, thought, or intfluence. Similar to
discipline.
In public schools, pre Kindergarten (four vear
old) and kindergarten (five yvear oid) children.
Also refers to a special teacher certitication,
>y
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Evaluation

Extracurricular

Goual

Instructional
modoes

Learning styles

Objectives
1.Q. Tests

Taxonomy

A computerized system for rescarching specific
topies in the library. For example, one can ask
the computer fora listing of all rescarch on carly
childhood music education for the last ten vears,
Most public school systemys have an ERIC system,
The method of determining whether or not edu
cational objectives have been met.
School-related activities that take place outside
the regular course of instruction.

The aim or endpoint of education, Goals are
usually broader or more general than objectives,
Goals are divided several ways: cognitive, social,
and affective goals: knowledge. skills, arca atti
tude change, rote thinking skills. and higher level
thinking skills, cte.

Wavs of teaching.
Wavs in which students differ in receciving and
understanding information.

Educational aims that can be evaluated.

Standardized tests that purport to measure
seneral intellectual abilities.

A classitication of educational principles.

Levels within educational system

Primary

Intermediate
Elementary
Middle schoaol

Junior hich
schaol

High school

Postsceondary

College or
Universiey

Junior College

Vocational

The first 3 or 4 years of school: the tirst halt of
clementary school

The latter halt of clementary school
The first 6 to S vears of school

Grades 0. 7. and S: and usually ages 12 14

Grades 7.8 and 9 and osually ages 1315
Grrades 9 12 or 10 12 and usually ages 15 18 or
1618

Education after high school

A #vear postsecondary school for arts seienee
offering a bachelor's degree and sometimes
higher degrees

A 2 vear postsecondary sehool

A postsecondary sehool devoted 1o teaching
specitic job skills
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Archive

Clontext

Craftsperson

Documentation
Fthnic group
Fieldwwork
Folklite
Folklore

Folklorist

Function

Gienres

Intornant
nterciews
Material

culnore

hral traditions

Tradition
Dearer

Traditions

Franscription

Glossary of Folklife Terms

Any depository for collected folklore that is
arranged by tvpes, informants, regions, and
collectors.

The physical and social surroundings in which an
item of foklore is presented or colleeted.

A person who practices a skilled trade or profes-
sion and who generally learned through an
apprentice system or through observing an
example.

The recording of oral or visual skills, places,
people, or things.

A group which defines itself or is defined by
others as sharing basic cultural and social traits.
The process of colleeting information for the
purpose of preserving knowledge.

The total traditional aspects of a culture includ-
ing material and customary traditions,

Though usually the same as folklife, it sometinies
refers only to spoken and written lore.

One who colleets folklore.

The role that an item of folklore performs in
society or in the lite of an individual.
Categories of tolklore that can be distinguished
from cach other by standards of form. content,
stvle, and function.

A person who provides information on the topic
being rescarched or documented.

A structared conversation that secks facts or
information.

The tangible ercations or customs of people
including foodwavs, arts, costumes, cte.
Customs or beliets that have not been written

down but that have been passed from one person
te another by word of mouth.

N person who knows traditional intormation or
shills,

The passig of knowledge. customs, bedicis, or
practices from once generation to the nest,
Writing or notating taped folklore information.

e~
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Addendum #1

Folk Artists in Schools (FAIS)
and Folk Arts in Education (FAIE) Programs

Two of the most widely known tolk-arts-in-education programs are
the Folk-Artists-in-Schools (FAIS)and Folk-Artists-in-Eaucation
(FAIE) programs initiated through grants made available from the
National Endowment for the Arts. Now conducted on both state and
local levels, these programs have often set the stage for an expanded
integration of folk arts and artists in an edueational structure. In Roots
and Wings. Linda Constant Buki provided this capsule description of
the programs:

The Folk Arts in Education (FAIE) component ofthe Artists in Education (AIE) Program
stresses the recognition of exceptionally talented traditional artists, who by the very
nature of their heritage, are not professionals. Unlike other AIE artists, authentic folk
artists are qualified for this program precisely because cf their informal training. The
presence of such folk artists offers schools everywhere a urique opportunity to focus
upon creativity developed through the collective experience of a community. Tested
through generations of review and participation, folk arts embody selectivity, excellence.
andskill". .. Since 1976, the National Endowmentfor the Arts has made matching grants
available to state arts agencies through AIE (formerly Artists-in-Schools) and Folk Arts
programs to place traditional artists in schools.

In the carly 1980s, Buki spearheaded an effort to draw together a
resource book that would assist those coordinators ot FAIS FAE proj
cets. The materials in this seetion include the tolowing exeerpts from
that manusceript:

ARTICLES:
a. Roger Abrahams, “Roots and Wings™ An Overview of the FAIL

Program.

b Linda Constant Buki. “Designing a Resideney That Will Work.™
¢ Joe Wilson, “Festival Sample Presentation.”

NOTE: The title “Roots and Wings™ was adopted by Linda €. Buki
from connments made by Chase Lashury, who Buki deseribed as
censitive and ereative woman who ercated from her own experienc.
In October 1080, Lasbury wrote Buki: “Twas bornin Maine seventy ftive
vears ago on family property where tor six generations we have put
down roots every summer, Itwas there that | telt that roots and wings
were the mostimportant things we could try to give our children. Roots
would be the place and the people to which they would want to return,
to set love and seeurity and pass on to their children. The wings could
mean the courage toleave securitvand try new things, new places, new
thoughts.”

Reprinted with permission trom Linda Constant Bukli. coordinator,
Roots and Wings publication project.
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“*Roots and Wings™
An Overview of the FAIE Program
Roger D. Abrahams,
Professor of Folklore,
University of Pennsylvania

The folk-artists-in-cducation (FAIE)
premise is that there are traditional folk
artists evervwhere and that schools and
communities will be enriched by recog:
nizing them as resources. Because many
folk artists are not known or thought of as
artists, though, they often need to be “dis-
covered™ and brought into active contact
with the eduecational svstem. Moreover,
they generally aren't accustomed to talk-
ing about what they do. A successtul FALL
program, we've found, usually calls for the
help of folklorists to find these artists, put
them in touch with the schools, and devise
witvs of presenting them so that they may
be understood by school audiences. FAIE
represents, then, a coming together of
traditional artists, tolklorists. ficldworkers,
presenters. teachers, and students.

A basie and powerful idea lies behind
the National Endowment tor the Arts’
(NLFA) Artists in Fducation program: to
bring those engaged in ereative activity
together with those learning about the
range of life's possibilities. Tn the process,
the artist is humanized and called to
account, and the student comes to know
more intimately the power and joy ot artis
tic ereativity. The FALS program goes once
step further: it insists that there are
resourees in cach region and locale, indi-
viduals and groups who are the carriers of
important traditional techniques ot artis-
tic performance and eraftsmanship. When
traditional artists are brought into the
schools, students are made aware of the
rich possibilities of their immediate envi
ronment and are taught to look at home
town cultural situations more closely and
with greater ssympathy,

But for FALE to operate sueeesstully, the
common nation of what is valuable, pro
fessional, even respectable inartistic pro
Juction has to he enlarged. Traditional
artists often represent old wayvs ina world
that largely expecis and values the new,
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the novel, the innovative. Moreover, in so
many wavs Americans have beea taught
that the most important arts are those
producced by professionals, that is, by
those who work at their art full time. Sinee
most folk artists arc not accorded this lux-
ury, thevare too often overlooked. evenin
their home communitices.

FAIE asks boldly what can be done
about this situation and responds: Show
students (and teachers) the exciting and
subtle artists who live right around them.
This idea is so attractive that it is com-
monly met with enthusiasm from admin-
istrators, both in schools and in arts
commissions and agencies, But the com:
plexities of finding, assessing, and present.
ing these artists effectively stop many
projects. Such problems are somewhat
alleviated in those states and locales thai
have established the position of folklore or
folk arts coordinator, since these special:
ists are able to assist focal FALE projeets.

Fven where the best interest and good
will preside, problems of understanding
the aims of FALE will remain. An example:
A couple of vears ago, the NN Folk Arts
Program became aware that a tine tradi-
tional Central European string instru.
ment maker and performer in a Midwest
ern state was reeciving little loeal
recognition and had virtually given up
making any instruments. We also heard
that there were a number of voung men in
his town who appreciated his art and
winted to fearn from him but lacked the
funds to buy instruments, The Folk Arts
Program oftered the voung men a small
grant, a group apprenticeship thatallowed
tham to learn both instrument making
and plaving. Thus music making and a
rare instrument making ceraft will be kept
alive tor at least one more genceration in
this town. .\ natural outgrowth ot such
suceess would be to develop an FALE pro
gram that focused on this man and his

by
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apprentices. Yet when the existence of this
unique loeal resource was made known to
those putting together AIE programs, they
showed little interest, beeause the instru-
ment maker was known to them as a truck
driver, not as an artist. Their coneept of
“artist” was unfortunately not large
cnough to include him.

Other ditficulties arise from a lack of
understanding of what constitutes tradi-
tional arts, who “authentie™ traditional
artists are, and how once finds them.
Although such artists are members of a
community or established residents of a
region, they frequently go unrecognized.
Morcover, although made aware of FAIE
objectives, many local administrators
have a hard time distinguishing between
tradition bearers and hobbyists or revival-
ist imitators. Because the latter are casier
to locate and "more presentable,” there is
a tendeney to hire imitators to represent
the traditional arts, Our experiencc is that
the art of imiation is of lesser quality and
lacks the vital background of community
tradition,

Given such problems, the Folk Arts
Program has carcfully defined basie
terms—"tolk.” "folk art,” and “tradition.”
Implicit in our definitions is that the tolk
arts arce a part of our people’s heritage:
indeed, wesce themasceentral to the wava
group cxpresses itselt as a group. Thus we
cmphasize the test of time, authenticity of
stvle as well as wavs of presenting and

judging the art, and the lite of that art form

within a group rather than in the mind or
hand of a ereative individual. This doesn’t
mean that folk arctists or tradition bearers
are not imigae individaals, but rather that
they portray their art as a legaey tlowing
through them rather than as a personal
statement about lite or art. As traditional
singer Almeda Riddle savs, "You have to
got behind the song and let it sing itself: if
vou get in front o it, then it's vou that

they'll listen to and not the song.™

“Why is this important?” we are asked
constantly. Taking as our model the ccol-
ogists argument, we answer: “To keep our
many voices and many ways alive for
future generations.” A\ reason that secems
even more immediate and practical is
that, as folklorists, we've come to know
and appreciate these traditions and ree-
ognize that they are local, regional, and
national treasures. At a time when we
most need to dignity the life of the small
community, the neighborhood, the locale,
too many of us overlook, or even despise,
the best of what is right here at home. It's
too casy to see eulture as an import, some-
thing that others who are distant from our
lives possess and oceasionally share
through tours or traveling exhibits.

A recurrent challenge tor the National
Endowment for the Arts has been how to
atfeet the cultural lite of the nation without
getting into the business of publie eduea-
tion. Putting artists into the elassroom, an
idea of the carly 1970s, scemed like a
“natural,” and from it the Artists-in-
Schools Program was born (beccoming
Artists in Education in 1980). The only
proviso of the program was that the artist
never be regarded as a substitute teacher
or just another asscmbly program. This
worry persists, and those developing such
projeets still need strong reminders,

An carlv coneernin the development of
FAIE was that the program might simply
turn into another cultural missionary
cffort. We didn't want our message to be
that artistic ereativity was the only way
individuals could achicve self awarencess
and fulfillment. Nor did we mean to sug
gest that artists would find a better and
more rewarding life if they followed their
protessions on i tull time basis. Such atti
tudes would have made FALE a disruptive
rather than an enriching tforee in the
community. ;y
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At tirst AE projeets gave sponsorship
and legitimacy only to the virtuoso per-
former or the radically innovative individ-
ual, unwittingly ignoring the traditional
arts. Happily, a proposal to include tradi-
tional artists and craftspeople seemed like
such an obvious extension of Al aims that
the guidelines were subsequenty changed.

fowas apparentat the time that drawing
on local resources would be likely to
involve substantially new problems. First,
the niceties of local social-polities would
bhe put to the test, sinee the tradition
bearers of a community otten live on “the
other side of the tracks.™ In fact, the very
characteristies that make them of interest
to students of culture—their "old tash-
ioned.” country,or tethnic” wayvs—
often evoke negative reactions among
community leaders with a narrow view of
culture, who regard anvone put into a
classroom as a potential role model.
Morcover, because traditional artists are
not always accustomed to addressing
people outside their home environment,
they often need assistance in presenting
themselves and their art in an under-
standable way. Over the vears, the Folk
Arts Program has developed ways of intro
ducing performers and eraftspeople into
classroom situations, of presenting them
in programs that reach the uninitiated
general public. The guidelines we formu
lated as our experiencee grew are outlined
here in Roots and Wings,

Maost of the FALE projects that the Folk
Arts Progrium has helped toster are based
in states or regions rather than in smaller
locales. One reason tor this is that the
program has encouraged the hiring of
state folklore coordinators and has pro
vided preliminary funding for most ot
them, FALE projectsare an obvious choice
to - develop right away, beeause of their
demonstrable success and refatively low
cost. They also enable the folklorists to get

to know more people around the state
quickly and under propitious circum-
stances, Typically, folklore coordinators
alrcady have a list of traditional artists
from the state, derived from their own or
colleagues’ previous ticldwork for folk fes-
tivals. These seasoned performersand
craftspeople can give presentations that
are both powerful and authentie, and they
have newspaper reviews to back them up.
To be sure, putting such “stars™ of the folk
festival circuit on the road and into the
schools follows the model of residencies
for 2 +ts .nd artists in other ML programs.
But from the Folk Arts Program’s perspee:
tive they aren’t the ideal kind of folk artists
in the schools. hmporting regional crafts:
people and performers who are already
accustomed to making public presenta:
tions is a fine way to get a FAIR progriam
started. but in the long run FAIE should
serve the same basicaim as other Folk Arts
Program projects: to enrich the life of the
community by drawing on its own re-
sources. We have to assume, again, that
the tolk artists arce there to be discovered.
Otherwise, there is danger that FALE will
project a simplistic, romanticized image
of folklore—that is. that the only legiti-
mate and authentic traditions are the ones
carried onin the mountains orsome other
sterotypical “tolky™ place.
Conscequently, any FALE program
should begin by surveving the ways in
which the people of the arca work and
play. Here is where protessionals such as
the state tolklore coordinators can ofter
exeellent guidance. What are the charae
reristic local occupations, for example,
and how have related traditions been
develaped and passed on What evenes
have brought people together again and
again® How are these events organized.
and what happensdurimg them® Discover
ing such lore and its practitioners makes
wives—onee the thrill of individual dis
covery is shared through publie presenta
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tion, the community alwayvs reacts, “You
know, 1 never thought of that as art. but
vou're right!™ The pavott can be tremen-
dous, not only in keeping traditions alive
and putting students in toueh with the
past, but also in fostering a sense of local
pride.

In developing FAIE programs we have to
think beyond just providing in-school
entertainment (as well as instruction by
another name). To be truly successtul, we
have to take into consideration questions
about the very quality of our lives, That's a
large challenge—but one that's certainly
worthwhile,

-l
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Designing a Residency
That Will Work

Linda Constant Buki,
National Coordinator,
Folk Artists in Schools Program,
National Endowment for the Arts

When planning a tolkartists-in-
cducation (FAIE) project, itsimportant to
design it so thatit's practical to implement
and, at the same time, is sensitive 0 the
artists, the hosting schools, and the com-
munity. This scetion presents a plan of
organization and deseribes elements that
have proven suceesstul in short-term or
full-vear residencies, Tt is based on
expericncee.

In this range of strategies, cach state
may naturallyfind certain suggestions
maore appropriate than others. Many
states have already established starewide
prioritics through their own folk arts pro-

grams: see Resourees section tor a list of

current prograns,
The most sueeesstul school residencies
have three elements in common:
I They recognize and honaor local
traditions,

to

They present local tradition bearers
rather than outside artists,

3. They have been caretully planned by

a quadified folklorist or expert in the
traditional arts who has selected and
presented tolk artists of high quality.

To get started, vou necd wo understand
local traditions. Your state arts council,
possibly with help from a consulting tolk
forist. could divide the state into cultural
regions. Each region could become a
target arca tor ticldwork and FAIE devel
opment. After determining where the
artists are. the state could then begin to
cncourage sehool applications from these
regions,

Fyery community or region invariably
proves to be rich in eultural heritage and
tradition. The FAIE resideney can illumi
maie this heritade. honor the tradition
bearers, and presentiolliarts as an expres
sion of the community. Organizing this
kind of satistving program might involve
some or all of the following steps.

\.'.a:J S1

Establish a State FAIE
Advisory Committee

In some states it may be usetul to estab-
lish a state advisory committee. Tdeally,
this committee should include trained
individuals familiar with public progranis
in folklore, and also elementary and
sceondary school educators whose protes-
sional or personal experienee with tradi-
tional artists would make them strong
advocates. More specitically, consider the
following as possible members: the state
folklorist: cultural anthropologists. aca-
demie folklorists, and cthnomusicologists:
dircctors of ethnie and Native Nmerican
studics eenters: directors or trustees of live
ing history centers: leaders of ethnie cul:
tural organizations: outstanding tolk
artists: directors of ethnie cultural organi
zations: dircetors of regional organiza-
tions involved in public programs in folk
fore: and the exceeutive director and arts-
in-cducation coordinator of the state arts
ageney. ICsimportant toinclude aticasta
couple of traditional arts protessionals to
help vou locate other folklorists and to
make sure that vour FALE progriam grows
from a solid, comprehensive view of the
state's traditions.,

The committee 'stirstresponsibilities
would be to seleet appropriate FATE folk
lorists (a sample job deseription is gdiven
later in this seetion) and to detine FALL
goals. Here are some of the questionis you
should expect the committee to consider:

Will FAIE residencies be part of a state
or a regional approach to developing pro
grams in tolk arts and tolklite™ Is there a
need to develop one region more than
others® Should there be a concerted,
overall state effort to build awareness and
understanding of the value ot local
heritagaes®

Do the indigenons groups represented
in a FAIE resideney really want the pro
gram? How will the community being
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represented be included in designing and
carrving out the resideney at the local
level”

Should residencies begin on a small
seale so that we can sec what effect a
longer FALE resideney would have on the
culture being represented® Is it best to
develop FATE over one, two, or three

VOUrs

Will residencies involve many artists or

just one® Will they combine all the tradi

tional arts of the culture being repre
sented, or coneentriate on just one art
form® Will tolk occupations also be pre
sented® I so, how?s

How will the tolk artists be compen:
sated > Will they be given sufficient funds
to buy materials for eratts or to compen
sate tor the time they need to gather sea
sonally available materials” Will the rate
ol compensation be a state rate, or will it
viry from region to region, situation to
situation”

How will the projecet relate to the state
plan tor developing traditional arts proj
cets How will this particular project relate
to the overall goals ot the schools

Scleet the FALE Folklorist

Folklorists are expertsin traditional folk
arts, and many have the skills necded to
implement, eviduate, and expand a resi
deney. The FALE tolklorist should be
skilted inidentitving artists through ficld:
work and presenting them in public
forums.,

You may look for a folklorist to he the
project dircetor in several wavs, depend
ing on the region and the availability of
such individuals in vour state. Mostimpor
tant, vou should advertise the position.
Under no eircumstances should the job be
given asareward toa committec fricnd or
other insider. Your program requires a
professional, who must be familiar with

852

the culture or groups to be presented in
the schools, and sensitive to bath the
artists and the school. Morcover, operr

scarch committee™ hiring almostin-
virriably results in better employees.

Some pitfalls to avoid: Don't assume
that anvone interested in folk arts is a
tolklorist. Folklore is an academice dis-
cipline, and vou probably want a person
with an advanced degree in cither folklore
or a related field. One closely related aca
demie discipline is cultural anthropology.
In the arca of music, ethnomusicology is
closely related, and anadvanced degree in
this discipline could be substituted, Expe:
ricnee can be substituted successtully too,
but be caretul. You need someone with
working experience. It isi't enough to
know a few tunes on the banjo or have
other hoboy experienee in imitating tolk
Artists,

Morcover, there are many kinds of aca-
demie tolklorists, and some will not he
qualitied for vour work. You want a tolk
lorist who has studied broadly rather than
narrowly, once interested in local lore
rather than faraway forms, one who
spends time in the gicld as well as the
library, The term usually given to such
folklorists is "applied.” The connotation is
that they are interested not only in
theories ana teaching, but also in the
application of what thevive learned about
their discipline.,

It vou have difficulty focating such a per
son, vou may wish to call on one ef the
national organizations that work with tolk
torists in all parts of the country, such as
the Amerncan Folklifte Center at the
Library of Congress or the National
Council for the Traditional Arts (both
focated in Washington, D). The
National Eondowment tor the Arts and
state arts councils will also be helpful,
They will atfeast he able to tel vou where

joby advertisements should be placed.

Ll
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Depending on the residency, the FALE
folklorist may be cither a part-time or full
time project director,

Identify Target Communities or Regions

Depending on the state plan for devel:
oping regions and sites for FALE programs,
the state advisory committee will review
applications by looking tor schools that
recognize that ehildren'scultural heri
tage. whatever its roots, is a positive cle
ment in individual identity and growth:
that quality ot lite, time tested values, and
acsthetie expressions are worth exploring
within the edueational scetting: and that
there is value in presenting local tolk
artists to the students,

In addition, the tollowing would indi
cate a school’s serious commitment to
FALE: willingness to establish a working
FAIE project committee: willingness to
support field trips to the artist's home or
workplace: and willingness to make sehed
ules flexible. .\ school should be willing to
contribute in kind scervicees, such as
released time for the in-school coordina
tor: office space. seerctarial assistancec,
and telephone for the projecet tolklorist:
studio. elassroom,and performance space
for the artist: necessary nuaterials: lunches
for the artists: and insurance. it needed.
Finally. the teachers should be willing to
be active participants with the students,

Do Ficldwork in the Target Community

“Ficldwork™ is the term we're using to
deseribe rescarch o survey o the com
manny's traditions and adentification of
authentie tolk artists for the ressdeney
condneted by the FATE tolklorist

Omee the tolklorist and school site hive
boen seleeted by the state FAI advisory
committee. vou may need two to three
months for netdwork and program plans,
The FALE follkdorist should dearn whan

othertolkloristsin the redgion are domg A\t
times, those other folklorists may prove
usetul as additional resources or as pre
senters and archivists.

You can tind tolklorists most readihy
during the summer months, Schedahng
the FAIE ficldwork during this tinre has
advantages, particularly if the consulting
folklorist teaches ata university. Sunime
schedules may be more tlesible, and nm
versities may be willing 1o allow tacatn
leave for professionial rescarch Surmimar
ficldwork is also advantageous to the host
ing schoal, sinee nrincipals may bo rrcciny
available tor consultation in that fess hice
tiv period.

During the fidkdwork phase. the tobidon
istwill be compiling naterial that wall B
used tor teacher onentation . <studaont
workshops community presentations,
curriculum development, festval plan
ning, and arcliving, and othar ntora
tion rhat will be usctul in documaentinz the
project.

The tolklorist will identiry 1ol e
suitable tor cliassroom sessions o1 pa
tormances. Information will e compiled
on the availabilite of artists tor visies o
schools (folk artusts usuatly hanve tall v
occupations): the distancosartises will
lave torravel Colder artists may not chicn
sehves be able orwillme to drver and thie
costof the artsis tees and tranvd b esponses

Supphies necded o cratts widl ala ke
to he identined and porcehascd e ek
quate quantities Many matcrais an
winvailable throueh usual schoob v o
supply honses, and the tolldonstoworeng
with cach artst and the prorecr o
tee, wili have to locate soees taortnm
neaterads e avalable only scasonatiy o
s be dinendt to gathor The toiidona
will be alert to those sitnations ol wedl
recommend adequate time and compon
sation to the artise tor gatherme supypdie
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Some Native \merican groups, for in-
stance, who depend on nature’s generos-
ity for the grasses, reeds, and turs used in
their art works, could deplete their entire
vaarhy supply with a one-week workshop
for 20 children. .\ tolklorist will be sensi-
tive to such particutars and will find solu
tions that arce in the best interests of both
the artist and the school.

Some artists will be available tor only
onc dav or one week, while others may be
available for longer periods. Some artists
can present their art ondy at their place of
work orat home, making ficld trips neces-
sary, Ortherartists will work well with three,
four. or more of their triends or family
mombers,and here the folklorist can
dosign a format that best serves both the
artist and the art form, Certain artises will
heable todevelop their own presentation,
while others may need direction, oricnta
tion, and support in identifving the most
authoritative information tor classroom
presentations. Some wilh work miost com-
fortably with members of their family: tor
example, children may be bilingual and
adept as transhators of both Tanguage and
culture in assicting a mother, tather, or
grandparent, The folklorist will need the
fall trust of the artists and shonld under
stand the degree of cach artists ability to
rebate to i school environment, whether
alonce erwith assistance. inaclassroom o
atanassembly Ganassembly is usually the
Teast effeetive tormat tor follk artists).

Atter the inital fickdwork, the tolklorist
will establish the FAIE project advisary
committee and with recommend artises
sutable as participants in the resideney.

Fatablish an FAIE
Projeet Advisory Committee

A local project advisory committed can
be mmvaluable, whether vou're planning for
citherashort oralong term resideney. It
can help the hosting school review artists

S84

and design the FAIE program. and of
course will be ot assistance throughout all
following phases of the program.

The committee might include some of
the tollowing individuals: the project folk-
torist: a member of the board of educa
tion: the principal of the hosting school (a
principal who is sensitive to the program
can be a particularly valuable asset): the
in-school coordinator(s); interested tae-
ulty: parents: folk artists and other
members of the group being represcuted
(ideally more than one person): a local
tolklorist or cultural anthropologist:
representiatives of governmental, civic,
and religious organizations: representa
tives of parks and recreation departments:
the state ME coordinator or exceutive
dircetor: representatives of local news.
papers and radio or TV stations.

The folklorist should establish the
committee carly in the residencey projecet,
fnitially, there may be tew members, but
as the projeet folklorist identifies com
munity artists and other resources the
committee can be expunded. The maest
I portant purpose this conmmittee serves
is tacilitating dialogue between the school
and the folk community, The committee
can he of invaluable service 1o the folk
lorist in locating folk artists: providing,
transportation for artists; preparing class:
rooms or auditoriums ter workshops, per:
formances, and festivals: and supporting
public relations, publicity, and fund
raising efforts.

The continuation ot FALE in future
vedrs may restwith this committee. Asthe
committee members work together, they
mav developanew pride in theirown heri
tage and o wish to continue, I the project
proves sueeesstul, the committee will have
the community’s approval and support tor
condnuing the FALE program: it will also
have usctal precedents and experiencec.
qualificd artists and a knowledge of local

-~
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resourees, and cager partners among the
school's administrators.

Plan the Program

Some conceeptualizing beginsduring
the ficldwork phase and in commitce
mectings. Planning for implementation
will begin with selection of the folk artists.

Sclecting the tolk artists. By this tine, the
tolklorist has identiticd a number of quali-
ficd candidates and can present to the
committee deseriptions of groups or indi
viduals who seem able to share their ant
and knowledge in the residencey, The tolk
forist. may find it necessary 1o prepare
brict statements about cach artist and
cach art form, explaining how the artisty
work is related to the ewltural group being
represented. Tapes of music or interviews
with artistsiand slides ot various traditional
art torms could be important sup
plements.,

The folklorist may also suggest which
arcas ot the curriculum are especialiy
compatible with certain art forms. Onee
discussion begins, the folklorist and the
conmmittee may realize that arcas pre
viously overlooked may indeed have pos
sibilities. Sensitive to parents and eduea
tors alike, the tolklorist should be ready to
consider atl areas, while keeping in mind
the strengths and weaknesses of cach artist
and the goals of FALEL Through discus
sions and supporting materials (photos
and recordings, tor instancec). the com
mittee chould have adequate hachgroand
information to make a thoughoul selee
tion of artists. smmple notes from such a
dircetory are given bater in this section,

rociding teacher orientation. The prin
cipal may schedule an in serviee orienta
tion for the entire taculty, The folklorist
and the in school coordinator and the
committee, it necessary) can present the
FALE coneept.an overview of the current

status (even presenting one or two artists
for a short demonstration), and the
procedure for participating in the pro
gram. The folKklorist and the in-school
coordinator may wish to compile a diree-
tory of available artists for the faculty o
review and select artists they would like to
hest. An enclosed return sheet provides an
casy way to identify the teachers who are
interested in participating,

From this first effort and throughout the
orogram, similar in serviee workshops tor
faculty can be arranged. perhaps on a
monthiy basis. The tolklorist may include
discussionswith the artists, Additional
resourcessuch s books, films, and record.
ings for teachers to use in their eliasses can
be presented, aswellasinformation about
folklore courses available at universities.
Some teachers will be interested in devel
oping their own ideas tfor classroom
tollow-up, and they should be encouraged.

Prociding ovientation tor the artists.
Often participating, artists are known to
the sehionl staft but.are not vatued tradi
tion bearers, tis extremely important tor
the sehool to understand and recognize
the contribution of such individuals in this
new context, Preworkshop visits by the
artists can make them aware of their
honored position in FALE,

It may be helptful to sehedule one or
more davs for snudl groups of artists to
visit the sehool betore their residencey so
that lhu_\’ canbe introduced to cach other,
even it thov already know cach other. The
artists can use the day to ask questions and
gencerally gain aninsight into the part they
will plav in the total resideney. Touring,
the sehool tacilities and mecting the
teachers they will be working with can
cnhancc theircontribution to the project.
Scheduling the residencey. Justas follacts
arce intertwined with many aspects of a
community'sactivities, so too cantolkarts
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be included in almost every arca of the
curriculum. Here the in-school coordina:
tor ¢can be the most effeetive liaison
hetween the folklorist and the school.

Having worked closely with the other
committee members, the inschoot coor-
dinator can now tacilitate cffective pro
sramming and scheduling ot teachersand
artists. This person will know which groups
of students are aceessible tor FALE, which
sroups have short or double elass periods,
which groups meet atter school, which
groups have special needs and interests,
The coordinator will be aware of the depth
of taculty interest in this kind of project,
which teachers are invoived in local his.
tory, culrural geography, music, arts, and
the like. Knowing the strengths ot the proj
cet committee members means that their
tilents can also be called on tor FAILE.

Working closclv with the tolklorist, the
in scheol coordinator will establish the
overall sehedule of the residencey at east
two weeks betore the first artist’'s work-
shop. Since some changes incevitably
occur throughout the residencey, all sehed
ules should be kept reasonably tlexible.
Artists, for example, may become il
Others mayv not appear because of new
situations at their onn place of work or
untoreseen tamily complications. Or they
may simply change their minds, Some
times artists who are hesitant at first
become enthusiastie and wish to partici
pate inoeven more activities, Fhe main
point to keep in mind s that the purpose of
planning is to present a gquality program.
An example of seheduting possibilitios is
eiven fater m this section.

Throughout fickdwork, plaimming, schea
uling, and so on. the in school coordma
tor has an opportunity to acquire new
SKitls, which will eleardy bhe helpral torany
subsequent tolklore projects,

SO

Implement the Program

There aretive basie workshop structures
within the FAIE residencey,

Classroom workshops and small
groups. The most productive setting tor
folk artists is one that is as close to the
natural environment as possible. The
classroom with a small student group
offers the best opportunity to achieve the
intimaey of the family cirele, community
gathering place, or meeting ot fricnds.
This setting allows students to see the
artists as people rather than as exotic or
“quaint” performers. Students will also be
less inhibited about asking questions, try
ing out musical instruments, or sharing
their own stories from home.,

Folk artists who work with groups of stu
dents more than a month or two may be
interested in taking on a tew of them as
apprentices. Students tfrom the culture
may want to learn special teehniques and
stvles that can be tearned only from the
master. The tolk artist mav wish to invite
these students home or to a focal gather
ing place for continued study, or they
might meet after school with newly
formed clubs. An apprendeceship can
croate a situation in which artist and stu
dents can work together without interrup
tion, with more time te study in depth.

School assemblies and large-group
presentations. Assemblies and Large
group prescntations should be organized
onhyv after a carcful analvsis of the stage
arce and an understuinding of the disadvin
tages of secing and listening to the per
forming group out of its natural conteat,
Moving a performance down from the
school stage to the audience level may
work beter, Or consider moving a per
tormance outside. To detarmine the best
possible Tocation - after consultation with
the principal ask the artists for their
prefercnees: review with them all the

ISRl
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possible locations on campus; tell them
about the audience, how many people will
come, their ages, culture, interests, and
the like. Finally, alow the artists to deter-
mine the length of the performancee.

Included later in this section is an
example of how to present a group in a
festival. For school performances, whether
in an assemblyv or a classroom, the sume
rules apply.

School communityecening coneerts.
Fyening conceerts open to parents and
community can usually be scheduled dur
ing the residencey. These performancesare
especially valuable in helping the parents
cnjov and better understand their heri
tage and in enhancing the FALE coneept.
Schools usually are very supportive of
avening coneerts open to the publie.

Field trips. .\ residencey can have more
impact when ficld trips are organized.
Some artists will not want to work in a
schoolsetting. Thisis understandable,
beeause folk tradition has seldom been
cmbraced by many institutions in our
society, including schools, These reiue-
tant artists, however, may be important
tradition bearers, and every effort should
be made to understand their art. One way
is to organize small groups oi students to
visit the artists at their places of work.
workshops, or homes, Preparing the stu
Jdentes can be a team etftfort between
teachers and folklorist,

Ficld trips must be carcfully planned so
that they don't abuse the hospitality of the
artists whose homes or places of work are
visited. School regulations—satety rules,
for example-—need to be understood and
respected.

“J
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Sample Job Announcement for a Folklorist

Nate: You should design the job deseription to reflect the particular
needs of your own program.
Position:  Folklorist, ethnomusicologist, or anthropologist with
arts in-education agency, serving schools in the
metropolitan arca or
region of the state.

Dates Bedginuing on or about
Salary: N per annum from through
and or § per annum part time,
approximately months. Benetits include medical

and hospital coverage.

Brict description of duties: Responsibilities include conducting tield:
work in and or workshops in the Folk Nrtists in Education pro.
graan: writing materials for students” and teachers” use betfore and
atter performances and workshops: conducting teacher in-service
workshops in folk arts: and presenting folk artists in workshops,
assemblies, and or festivals in schools as well as the hosting com
munity. Responsibilities also include documenting the project
through videotape, sound recordings, photographs, and orpubli-
cations: and consulting with the ageney on program development
of various tolk and or cthnic projects.

Quadifications: Mtleast one vear's protessional experienec in the area
of folklore: broad knowledge of tolklife and traditions in the
United States with particular knowledge of at least one eulture
arci: exoericnce in teaching folklore and folklife to voung people
inan organized program: ability to work under pressure: ability to
write deseriptive materials and reports with case. Selt-motivation
and expericnced in the particular culture to he worked with are
desirable,

Fducation requirements: Minimum, Master’s degree in tolidore,
Fquivalent education, training, or experience may also e
comsiderad.

Forapoly: Send resumc immediately to:

e

O/
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Sample Contract for the Folklorist

Dear

It is a pleasure to ofter vou a position as tolklorist within the
Folk Artists in Education program begin

ning andending

The hosting organization asks vou to fulfill this contract by locating
folk artists within the regions of this state,
with particular focus on the arca. Artists will

beidentitied and scleeted tor their authenticity and quality as tradition
bearers. Sinee the artists will be working in a classroom situation, it is
important to choose those who can work well with young students.
The artists will also participate in a tolklife testival at the
school at the conclusion of the project.
In addition to adentifving and recommending the artists, your
responsibilities will include:

1. Undertaking the rescarch and fickdwork necessary to implement
the FAILE program to begin on

2. Direeting all aspecets of the school residencey.

. Preparing all the artists tor their residencies through orientation
sessions: for all the teachers involved, conducting the necessary
workshops, including, when possible, the artists who will be in the
projecet.

1. Putting on a tolkbite festival within the AE concept. using residencey
artists where possible, drawing on community resources, organiz
ing publicity, and providing on site management.

3. Determining and arranging schedules thatare mutually aceeptable
for the artists and the sehool,

6. Maintaiving a budget ot 8 for months ficidwork, the
resideney program. the tolklite testival, and the hiring ot prescaters,
e should be kept in mind that artists are generally paid between
s and 8 per dav, presenters S to m
clude travet and honorariam.

-

Submitting vouchers for pavieg the avtists, [tshould be keptin mind

that it takes four weeks trom the time the

office reecives these vouchers for cheeks to be processed.

S Working with the state and project advisory committees as neees:
sary to outline the progress of vour rescarch, reportany ditticultios,
and soforth, You should schedute a mecting with designated sehool
representatives on or about 1o present i
prospectus tor the progrim at Schoaol. By
that time the artists should have been identitied and their availabil
ity determined.

8O “3
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9. Writing a thorough and detailed final 1 arrative report secompanied

by media documentation, such as slides, tapes, and two 8”7 X 107
black-and-white photos of cach artist at work in the project. .\

budgetof$ ... . fordocumentation will be provided. One copy
of the final report, including documentation, will be sent to
e oA consultation fee of 8 will be

provided to vou. If this contract meets with vour understanding
and approval, please sign both copies and return to

o . One copy, countersigned by oar office,
will be returned to vou for vour files.

Sincerely.

ce: Principal, hosting school

Folklorist Social Sceeurity No, Date

State Arts Ageney Date

Faceutive Director

N

)
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Sample Contract for the Artist

Dear

[tis o pleasure to offer vou a position as i resouree artist within the
folk-artists-in-cducation progran.

We ask vou to fulfill this contract by conducting demonstrations
and or teaching vour particular cratt(s) and sharing vour reminis:
cences with students as follows: (Here the folklorist deseribes the
particular work to be done by the folk artist and states whether the
artist will he assisted by a presenter.)

The folklorist is vour link to the school It vou need to discuss
any aspect of vour program. please call the folklorist,

. or the in-school coordinator,

If this offer meets with vour understanding of the program, please
sign hoth copies of this contract and also the enclosed voucher, and
return them to the AE coordinator: . One
copy of the contract will be returned to you after it has been signed by
our office.

If vou prefer that pavment be made to a nonprotit organization in
vour name, please identify it below and indicate what purpose is to be
senved.

I ook forward to vour valuable contribution to this folk-artists in
ceducation progrinm.

Honorarium: 8 Made pavable to: (artist or nonprofit
organization)

Supplics: N Purpose. (e g, to repair string
T truments)

Dutes:

Sincerely,

o Principal, hosting school
Folklorist
in school coordinntor

Nrtiat Puate Socil Security No

Exceative Director Date
State Arts Ageney

()l
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Sample Contract for the Hosting School

Dear (principal).

[t is a pleasure to inform vou that the _
Schoal has been selected to host a follkartists-in education (FALE)
progranit. This program will begin on o and
terminate by

The folklorist sclected tor the project by the state advisory commit:
tee with begin rescarceh, ficldwork, and planning beginning on

The actual hands on workshops, assemblies, field trips, and festival
tor teachers and students will be sceheduled during the school vear,
during the period .

The tolklorist will select traditional artists representative of the visual
and performing arts, occupations, and other traditions indigenous to
the region.

The FALE program is designed to bring practitioners of traditional
arts and occupations into the classroom as part of an integrated
approach to education. Individual artists will he seheduled tor at least
toar workshops per group of students. In some instances the student
group will be mecting with the artist longer in order to carry a project
to a natural conclusion: decov earving, torinstiance. might take longer
than the four sessions. These extended “visits™ by the traditional artist
will allow students to absorb something of the person and the culture
chat produced the art or occupation. In this way the students will fearn
more than just the appreciation ot the art objecc they will begin to
understand that folk arts and occupations exist because they are an
essential part of people’s tives.

As part of this program itis necessary that the following conditions
and materials be provided by the School:

L. Matehing funds in the amount of 8

2. Sceretarial assistance tor the folklorist tor tvping all announce

ments. press releases, and sehedules alb other seerctarial assistancee
necessary during the projeet.

A Released time for the in scehool coordinator to assist in coordinat
ing all activities. Establishiment of a folk arts advisory committed ta
include thiscoordinator, the principal, other key admmistrators or
faculty, and the tolklorist.

b Scheduled elassroom rime and space: use o1 the auditoriom and
stage it needaed, Time tor teacher orientations will be seheduled as
NUCUSNITY.

S0 Availability of sehool buses tor ticld trips, N
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9.

Publicity assistance as needed.

Telephone use as needed.

Lunches for artists during their working dav.

A final financial statement listing costs for all above in-kind serv-
ices: a tinal narrative report and evaluation by vou as the adminis.
trative coordinator, with evaluations by those teachers involved in
the project. This report is duc on ) At this
contract meets with vour approval and understanding, please sign
both copies and return to

I look forward to vour valuable contribution to FATE.

Sinceerely,

ce: Project Folklorist

Principal. hosting school Date

Fxcecutive Direetor. Date
State Arts Agencey

.
(WY
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Sample Artist’s Release Form
Documentation Release Form

As part of the tolk-arusts-in-education program sponsored in the

e o .. Public Schools by the

e St e (munul on the Arts, in conjunction

with thc \ ation; :I Endowmenttor the Arts, Funderstand that there will

be some documentation of my work in the

Schools, Talso understind that Fhave aright to determine thc turmxnt

documentation used. and that my desires, as expressed on this form,
will be honored by those who are doing the documentary work.

Funderstand that audio-tape recordings willbe made in elasses and
that copies of these tapes will be deposited in state and national
archives, (Please cheek vour choiee:)

(1 Fdo not objeet to being taped.
[ ] I preter not to be taped.

_ ] Fam willing to be taped so long as I maintain all rights to my
material, including songs, Ivrics, music, arrangements, and tales,
and that no one will publish my material or otherwise use it in
public without iny express written permission.

U] Tam willing to be taped so long as the following conditions are met
(please write in any limitations you wish):

I understand that black-and-white and color photographs will he
tiken of classes and of people and their work, Copies of these photo
graphs will e deposited in state and national archives: copies of some
of the photographs may also be used tor educationat and public rela
tions uses. {Please checek:)

T Fdo not objeet to being photographed.
T Ewould prefer not to be photographed.

Clam willing to be photographed so long as the following conditions
are met (please write inany linntations vou wishy:

I understand that o filmmaker will be doimg documentary movic
work in chisses, and that this filny footage may be made imto a publicly
avinlable filwr (Please check:)

1' '1 I do not objeet to being tilmed
FEwould prefer not to be filmed.

8
L]
I Fam willing to be filmed so Tong as the follow iM;‘JnmIitinn\;n'c met

x (please write inany limitations vou wishy:
Q

ERIC
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Funderstand that students in the Public
Schools wish to do their own documentation of the project. This may
involve interviews, photographs, visits to class, and tape recordings.
Some of the materialmay be included in a student publication. (Please
check:)

[] Tam willing to cooperate with the students so tong as the documen-
tation remains within the guidelines expressed above in this release
torm,

[ ] would prefer not to become involved in the student project.

Do vou wish vour name to be used whenever any of this documen
tary material is used for public or educational purposes (Please cheek:)

(] Yes. please give me eredit.

(7] No.Fprefer to have my identity kept seeret.
N:iame (type or print)

Name of group (if relevant)

Address

Telephone
Signature e

Please retain one copy ot this release torm ior vour records: return
the other to the project fotklorist at the address below:
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Sample of a Proposed Budget

These figures are estimates, obviously subject to intlation, for 75
artist contact davs during one vear. The budget is meant to sernve only
as an example and can be casily adjusted to ashorter or longer period.
A rule of thumb is to budget one-third for the folklorist and two-thirds
for program and other costs,

Personnel

Folklorist project dircctor (including fictdwork) S 9,000

Program costs

Artists” fees: 75 dayvs o S100 per dav 7.500
Presenters (other than the FALE tolklorist )

15 davs « 865 day 97s
Crratts materials Gartists” materials) 300
Teacher inserviee, using the serviees ot both

folklorist and artist: 4 sessions o 863 200
Documentation 1.500

Other costs (in-kind)

Released time tor in school coordinator J.000
Oftice space and cquipment 1.000
Telephone (essential to ficldwork and the entire projc t) 150
Curriculum materials (film rental, cte)) 200
Postage 25
Stft tranved 30
Artists” tunches 210
Buses for fickd trips D000

Toral S20 008

€ ptional

pa

Fostival tartisis” and prosenters feesy S300

Do
LI')

960




Sample Scheduling Chart for FAIE Artists and Activities

Related
Contact festival
Class Artist - Region Org. \ctivity Format ovents Date

Cooking
Sewing

Industrial
ATTS

Art
Musice

Physical
cducation

' Social

studies

Sceicnee

Language
Arts

Other

O

: uJ
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Sample of an Artist Directory

The following excerpts come from a directory prepared by folklorist
Yatricia Averill for an FAIE project in the Cinnaminson, New Jersey
schools in 1977, The directory was designed to help the teachers
choose the folk artists who would visit their classes, and then introduce
them to the students in the clearest and most sympathetic way possi-
ble. In this project, more than 30 artists were brought into the school
district, for periods varving from one day to three months.,

David Ridgeway: Tales and songs from the Pine Barrens

The Pine Barrens of southern New Jersey attracted a hardy group of
people who kept to themselves, with occupations direetly dependent
on the natural resources of the woods and waters.

As other parts of New Jersey became urbanized, the people living in
the Pine Barrens became a symbol of another way of life. As a symbol,
they have been the vietims of sensationalist newspaper accounts,
prying tourists, and other insensitive visitors,

With good reason, the people in the arca have responded to out-
siders with silence. We are indeed lucky to have David Ridgeway
volunteer to participate in this project,

Mr. Ridgeway was raised in the woods and on the bay, working in
both logging and clamming. lle still remembers his hbovhood when he
fell asleep listening to old men swap stories. trade songs, and play
instrumental music. He has now become concerned with preserving
his heritage for his children and for others, Thus, he has gone back to
old mien, many of whom have since died, to verify his recollections of
tales and songs.

He has worked as a professional musician backing country artists
touring in New Jersey. While he can play modern styles on his guitar,
he is a purist in his approach to the songs from the Pine Barrens. e
does not alter words and uses the simple guitar accompaniments he
remembers being used when he was a child.

He is now around 30, is married. and has two voung children. He
operates his own sawmill on his property. A religious man, he consid-
ers himscelf to be a philosopher of life tutored by his time spent with
nature.

Mr. Ridgeway is willing to come into both the middle level and the
clementary schools to tell tales and to sing songs.

In the middle level he is committed to five days, spread over time,
Thereis a possibility that one of these days may be afield trip: this is still
subject toveto by both Mr. Ridgeway and -he school. He will arrange his
own topics onee it is elear if there will or will not be a field trip.

98 9 /
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In the elementary schools he could conte into each school for one
day. There his goal is more entertainment than historical education.
He will sing songs, accompanied by his guitar, and tell storics in
respon. @ to the ages and interests of his audience.

Mr. Rid“.eway has done a 30-minute videotape for New Jersey public

television, channel 23. For more information on that tape, contact
Steve Arnesen.

[
(Y]
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Geza Meszaros: Thaingarian Musician

Music is one of the art forms that seems to be held longest by groups
of people when they move from a rural world into an urban world. Old
photographs taken of immigrants often show people in ecrowded condi-
tions who have managed to bring or to buy an instrument. These
instruments are often treated as a family's most important heirlooms.

One reason for the persistence of music may be that it is often the
center of groups activities, Thus, some people keep listening because
of nostalgia, while others see an incentive to beconte active in music,
Thus, it isn’t surprising that many forms of music recently removed
from rural arcas are often those centered on dancing—western swing
taken from the rural South and Southwest into California in the late
1940s, for instance, or polkas carried to arcas of Anierica settled by
immigrants from Central and Eastern Furope.

Hungarian music in this country is especially complex because at
least two distinet forms of music were brought here, One was the
traditional folk music of the countryside, which could include instru-
ments like pan pipes and accordions, along with violins and
cimbaloms (a type of hammered dulcimer). The other was gypsy
music, which was plaved in urban arcas, almost like cafe music. It
featured several violins, other bowed string instruments, cimbaloms,
and a reed instrument (usually a elarinet). While it was popular music
in urope, in the process of being moved to this country and preserved,
it was transformed into another kind of folk music.

Geza Meszaros was born in Marviand and raised in New Brunswick.
New dersey. As a teenager he became interested in music and began
learning from local Hungarian musicians. When he was around 17, he
wetnt back to Hungary to learn from gypsy musicians there.

Most of his adult life he has worked in bands in the arca between New
Brunswick and Trenton, stretehing down to Roebling. One of his
groups, the Roval Hungarians, had a weckly radio program in Trenton.
He can still get a group together when needed, but he does most of his
plaving for himsclt and with local friends.

It addition to playing violin, Mr. Meszaros has served as the police
connissioner of lis current city of residencee: has done radio, tele
vision, and jukebox repairs: and has hield a full-time job. He is now
retired.

Mr. Meszaros will be coming into the elementary schools, spending
one dav in cach school. He prefers to come only onee a month,
because of social seeurity limitations on his income: however, if abso-
lutely necessary he will come twice inone month. He is also available
between 9:00 aan, and 2:30 pon. He would prefer not to have classes
meet back to back.
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Mr. Meszaros will bring in his violin and discuss it with interested
students. In addition, he will demonstrate the sound of gypsy violin
music: he may supplement this with taped examples of a full gypsy
orchestra and of a cimbalom player. Hhave asked him to commentalso
on his experiencees in plaving music in New Jersey, with whatever
personal comments he feels comfortable making.

Mprs. Ivan Kujdych and Father Theodore Danusiar:
Ukrainian Easter Eggs

For many people, the Pine Barrens symbolize New dersey life, They
are often not aware of the large numbers of immigrants who settled in
the area from the end of the ninceteenth century onward, Talians from
Philadelphia were often the migrant-labor help during the harvest
season in the eranberry and blueberry bogs: these people saved their
arnings to buy their own land, and now they dominate southern New
Jersey truck farming. Likewise, Polish immigrants bought farms in
west-central Burlington County.

Russians began settling on the ocean coast early in this century,
some to work as chicken farmers. That arca has also attracted
Ukrainians, who have settled in such factory towns in southern New
Jersey as Vineland and Millville as well. Today, there are Ukrainian
groups on the coast, in the South, and in Trenton: many of these
communities look to Bound Brook (near New Brunswick) as a center,
sinee there is a national church and cemetery there.

Ukrainian immigrants have brought with them a variety of tradi-
tional arts, most of which have some religious significance. The Laster
eggs are perhaps the best known. Not only are the geometrie designs
religious svmbols (as they are in embroidery and wood-carving), but
the eggs are a necessary part of the Easter serviee: and, for some
people, they still function as part of community lite all year long. One
of Mrs. Kujdvelr's conditions in agrecing to participate in this project
was that she be allowed to discuss openly the cultural significance Hf
the eggs.

Mrs. Kujdveh is willing to come into the senior high school for five
davs to teach the students to make eggs. She prefers that the three to
forr classes be kept small so that she can teach effectively.,

Father Danusiar, who is with a Ukrainian Catholic church in south
ern New Jersey, learned to dye eggs when he was in Washington. He
has since run elasses for voung people in his congregations who have
forgotten the techniques.

Le is willing to come into the middie school for five days to teach the
students to decorate the eggs. He will also discuss the context of the
eggs, so that students will see them as something more than pretty art.

Unless notified otherwise by me, the students need to furnish raw

e
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eggs. Commercial eggs (bought in a grocery store) need to be washed
thoroughly with sodium bicarbonate: otherwise, the dye will not hold.

We will supply the dye, the styli, the beeswax, and the candles. The
school will need to consider the need for paper to protect tables and so
forth. A place will also be necded to store the eggs between class
meetings. A portable table would help if the artists are to move from
room to roont. Inaddition, they may need aceess to a stove if they have
to make more dye.

I would prefer that Father Danusiar and Mrs. Kujdyel be seheduled
for different days.

FAIE Community Folklife Festivals

A folk-artist-in-cducation resideney may culminate with a folklife
festival. Limited festivals can be designed at low cost, if vou rely a great
deal on community volunteers. The project advisory committee may
wish to establish a subcommittee or a festival steering committee
about three months before the festival day. Consider calling on these
helptul community resources: churches, crafts associations, county
ageneies, city parks, ethnie organizations, senior citizen groups,
community colleges, chambers of conmerces, and local businesses.
Also, don't overlook local and state elected officials.

The festival can include one or two performing stages. Quality sound
systems are very important,They can usually be obtained from local
parks or reereation departments: if they are unavailable there, contact
the mavor's office.

Boothsand display arcas could be organized. Keep in mind, though,
that the festival should strive for excellence in presenting the tradi-
tional arts and that other arts, crafts, wares, and foods are better suited
for a commercial festival or other type of celebration.

While artists participating in the actual residency may be the first
choiee to include in the festival, this fermat also offers artists who may
have been unavailable during the residencey a chance to take part.

Festivals are valuable and exciting for a number of reasons. First,
they reach the entire school and community: this is an important
consideration. especially since an FAIE projeet may not involve every
child in the hosting school. They encourage parents to participate, and
enlighten them about their own heritage. They offer all groups in the
community a broad opportunity to discover and appreciate cach
other's heritage. Finally, festivals help identify and honor the many
local resourees available for future school enrichment programs and
other community projecets,

Although festivals appear casy, they may well be the most difficult
and sensitive area in the entire presentation evele. They demand
carcful planning and a clearidea of goals in order to be suceessful. We
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suggest that anvone contemplating a festival read Presenting Folk
Culture: A Handbook on Folk Festival Organization and Manage-
ment (1987) available from the National Council for the Traditional
Arts, Washington, D.C., 20036. An excerpt from this publication
follows.
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Festival Sample Presentation

Joe Wilson, Director,
National Council on Traditional Arts,
Washington, DC

The format of a folk festival makes use of the devices of popular and
academic culture—staged presentations, sound systems, publicity,
introductory speakers, and program guides. Yet the material and
performers presented are those whose development came from a very
different milicu. Most folk arts are suited to presentation to relatively
small groups: the family cirele, the community gathering, the meeting
of tfriends, To move such material and such performers to the large
stage using sound cquipment, lighting, and other deviees of popular
and academie entertainment is to automatically ereate a tension
between what is being presented and how it is being presented.

Any undertaking which brings, for example, an Appalachian farmer
to a Manhattan coneert ereates an instant need for analysis, and
possibly an interpretation, for greater audiencee appreciation. The
scope of the farmer's knowledge may be as rieh as that of his audiencee,
but his skill in communicating with urban people may be as fumbling
as theirs would be in attempting to shoce his horse.

Folk culture is thus much like other culture in its need for interpreta-
tion and sensitive analysis when presented in a cross-cultural context.
When grand opera takes to the road, its companices are well equipped
with introductory speakers, program books offering explanations of
context, plots, details subject to misinterpretation, and the back-
ground and training of leading performers. Even the portraits and
landscapes in major art galleries are nowadays liberally interpreted by
guide books and cassette recordings.

The problem is not so much that folk performers are not being able
to cope with large stages as that their material is removed from context.
It is difficult to demonstrate the aceessibility of local balladry it the
ballad singer chosen for the demonstration is using a stage format
developed tor great operatie divas who, by tradition, are inaccessible
and exotice personages who do not inhabit the same worlds as their
patrons.

Some of the devices that festival producers have adopted to cope
with such problems are obvious in almost any well-produced festival:
the use of outdoor staging arcas, small stages, multiple staging to
spread erowds, participatory arcas, "intimate” arcas, and arcas
devoted to work and work skills. Easing the transition of folk material
and forms into a popular culture format is not the only reason for the
use of these deviees, but it is a primary one.

The directors of folk festivals usually err in not providing ¢nough
context and interpretation. The absencee of intelligent communica:
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tion with audiences is evident in many ways at presentations of tradi-
tional folk culture. For example, the beginning of a traditional folk
fiddle tune on a stage anywhere in America is usually grected with
rhythmic handclapping by a significant portion of the audience.
Fiddlers tend to dislike this practice intensely because it disrupts their
timing and destroys the beauty of their performance: furthermore it is
not part of the traditional context of their playing,

The handelapping custom was spread and may have had its origin in
the pop-folk fad of the carly 1960s when television producers at-
tempted to show participation by stetio audiences in such “folk”
progeams as “Hootenanny.” Its contnuation can be charged to those
who have been insensitive in presenting folk fiddlers and other musi-
cians to festival and coneert audicnees.

Festival presenters who include in their introduetion of fiddlers and
fiddle styles a request that the audience not clap hands will win the
approval of the musicians. [t may appear to be a small matter—but not
if vou are a fiddler.

To extend this example and put it in context, the foillowing suggests
an introduetion that a presenter might use in introducing a Mississippi
fiddler.

"Qur nextmusician, Mr. - __.,is afiddier bornand reared
near the town of Rolling Fork, Mississippi, in the west central portion of that state. Mr.

... learned his tunes from his father, older brother,
neighbors, and from early hillbilly recordings and local radio performers. Mr.
N . 'sfiddling is a good example of animportant regional
style of fiddling first recorded during the 1920s on hillbilly recordings by such Mississippi
performers as Narmour and Smith, Will Gilmore, and the Freeny's Barn Dance Band.
During the 1930s Library of Congress collectors found much the same style played by
such excellent Mississippi fiddlers as Stephen Hatcher. If you'lllisten carefully, you'l
hear some roiable differences in this music—the use of high notes and high sharp slides
and a quality which some students of this fiddie style have called 'wild. If itis wild, tis &
controlled and joyous wildness. This wild quality may be native to Mississippi, and it
marks this important and intricate regional style of folk fiddiing.

Those of you acquainted with the more common American folk fiddle tunes will also
note that Mr. ~ .. ...srepertoire differs from what you usu-
ally hear. Yet the tunes he plays are common ones among older Mississippi fiddlers.
M. ~has been playing for 31 years, he has played at
the local VFW square dance for 15 years, and he plays with 2 of his friends at his home
on most Sunday afternoons. Hisson . . ... willbeplaying
the guitar accompaniment.

Finally, 'd like to ask a favor of you. Please don tclap your hands. Handclapping s not
part of this or any other fiddling tradition. it sometimes disrupts a fiddier's timing, and it
prevents others from hearing this music as they should.

Thank you.™
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This briet (2-minute) introduction contains the following clements:

(a)

(b)

(¢)

(d)

(¢)

The presenter is well acquainted with the traditional folk item he is
presenting. This is important. No performer shouid be subjected
tu an introduction by a presenter who is uninformed and un-
appreciative of the finer points of the tradition being presented.
This requires a prese :ter to study a tradition before presenting it.

The presenter is respectful of the tradition being presented and the
performers. Without belaboring the point, he refers to respected
antecedents of this performer and to studies that have dealt sensi-
tively with this folk art form. This also is important. Many presenta-
tions of similar forms in the national mass media, especially such
television programs as “Hee Haw™ and “Beverly Hillbillies,” have
treated folk art forms condescendingly. Folk festival audiences
invariably have been exposed to such attitudes and without
guidance may adopt and bring them to their interaction with folk
performers.

The presenter advises the audience to listen for a unigue aspect of
this music. Many members of audiences follow such direction
when it is given by an informed presenter.

The presenter mentions the context in which this music is
played—at dances and at home—and makes clear that the per-
former learned this folk art in aural tradition.

The presenter has discussed the performer’s music and back-
ground with him.

*The sample presentation is quoted from A Handbook on Folk Festival and Organisation
Management (Washington, D.C National Council for the Traditional Arts, 1978),

.
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Addendum #2
Samiple Materials from Selected FAIS Projects

To date, the majority of FAIS projeets have been developed for
implenientation in regular publie school systems. For the most part
these projeets have involved a formulaic series of steps. First, a school
system receives a grant from the National Endowment for the Artsora
state arts council and hires a folklorist who does ficldwork to identify
local traditional artists and art forms to present in the classroom.
Depending on the art form or artist involved, the folklorist then pre-
sents the artists in one of several formats: classroom demonstrations,
performances during school assemblies, visits to the artists workshop
or studio, or small group workshops. Occasionally a series of demon-
strations will culminate in an in-school or community folk festival that
allows for greater participation by community members and greater
exposure for the artist.

Before or during the artist’s performancee or demonstiration, the
folklorist usually provides students and teachers with background
information about both the artist and the art form. When and where
possible, the folklorist works with artists and teachers to integrate the
experienee into the curriculum with the development of curriculum
materials and teacher-training workshops.Beeause there is no one set
model for FAIS projeets, the exeerpts here are only intended to provide
samples of printed materials from projeets. Deseriptions of specific
FAIS FAIE projeets can be found in chapter two and sample curricu-
lum materials drawn from FAIS projeets are included in other
addenda.

EXCERPTS:

a. “Folk Artists in Your Classroom.” Brochure reprinted with permis-
sion from the West Nebraska Arts Center, Scottsblutt, Nebraska.

b. "Spring Folklife Festival.” Flyer reprinted with permission from the
Mountain Heritage Center, Western Carolina University, North
Carolina.

¢. Marsha MaeDowell, “A Guide to Greater Lansing Area Folklife
Resources.” Michigan State University Muscum. East Lansing,
Michigan, 1983, Developed as part of Project F.O.L.K. (Focus on
Lasting Knowledge)—an Ingham County (Michigan) FAIS project
funded by the Michigan Couneil for the Arts, 1981-83.

d. Diane E. Sidener, John Revnolds and Francesea Melean, “Folk
Artists in the Schools: FALS Program Offerings 1986-87.7 Material
reprinted with permission from The Folklife Center, International
House, Philadelphia, Pennsylvania.

¢. Annic Archbold, “Artists in the Schools: Final Report.”™ Exeerpt
reprinted with author's permission.
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About the Program...

In 1881 the West Nebraska Arts Center, with mejor funding from the
Netional Endowment for the Arte, instituted 8 program 10 Introduce
students in the rural Sootts Biutt County schoois 10 the traditiona! arts,
crafte, and cccupational siulis of the Nebraska Panhandie region. Utiliz-
ing their siulis a8 trained fieid-workers, the Arts Canter's steff foikiorists
apant monthe sesking out and enlisting the many folk artists and cralts-
men who etill practice the time-honored skilis associated with the
cultural traditions of this area. Once the tradition bearers were (den-
titied, it was then ime to Introduce them to the students. Duning the
186182 8choo! year, wesk-long residencies were sel up in seven rural ::‘::m: ::. mﬁdg:mm’:ﬂ&:‘&:’:‘:
schoois in which the folk dancers, musical instrument makers, tradi- :
tional cooks, 8nd many other talented foikiife practitioners familiarized s ooncepts In slementary and secondary arte
the students with some aspects of their cuitural environmaent of which
they were previously unawase and instilied in the students 8 sense of
188p8C! 10f the uniquely taiented artiste to whom they were iInlroduced.

¥

Owring the 196283 achool year the program venue was shifted from
the rural 8choois 10 the Scottabiut! junior and senior high schools. The
thrust of the program was sssentially the same, thvough the basic tor-
mal was altered slightly. Btudents were introduced to the basic con-
capte of foliiore and folk art by the Ante Center's stal! foikionst. Follow:
Ing these introductory sessions @ series of folk artiet visite and field
tripe introduced students 10 many folk arte end crefte which are alive
and well in the Scottsbiuff ases. As @ linel project students then con- Treditional crattemen, iike th
ducted independent folkiors COIIECTIONS under he guidance of the stat! m"::':."'.:e‘.:: :‘:":l‘.:'g:.‘.':
foikiorist and the classroom teacher, utilizing friends, neighbors, and
tamily members as intormants. in addition 1o offering students a
chance o improve their writing, orgenization, end interpersonal com:
Mmunications akilis, many students discovered fascinating traditions
willch hed existed unnoticed right under their noses lor years

n the coming echcol year, the West Nebrasika Arte Center woukd |ike
(10 make (O ans activities avallable 10 teachers in all area 8chools, buth
1wal and city, on all grade leveis. The program will continue to offer the
servicas of the stafl tolkioiiste In s veriety of cepecities as outlined
sleswhere in this brochure. Beyond those specitic services outlined, the
Arts Center weicomes suggestions tor weys in which it might further

The unusuel end beautiful sounas of the tolk
0rve a788 8choois thvough the Folk:-Artists-in-the-Schools Program musicien enliven the clessroom end co.n be used

by music teschers 1o lilustrete musical history,
theory end technique.
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Sevices Offered...

Consultetion -

Statt folklorist will meet with interested teachers/adn
answer quastions regarding the program and how it ma)
particular school systam of individual class. This questic
8088/0n wiil be conducted with an aye toward lacilitatin
use of additional FAIS services.

One-day In-service Presentetion - Using Folklore in the C

Stalf loikiorist will present media-iliustrated iecture on
folk arts and toikiile activitias snd information may be us
learning in the ciassroom. Tha prasentalion may be desigr
the needa of a cartain grads iaval, a certain subjact srea,
ol studant, or may be aimed al classrcom uses in genari
Two-day Curriculum Ptanning Session - Ona Teachar

Stalt lolklorist will work closely with an individuai teact
of two days in order to plan and discuss impiementalio
component designed to it into tha teacher's overall curt
Theeo-day Curriculum Planning Sesaion - Two or More
ministrators

Statt olkioriet will work with 8 group of educators inter,
ing and impiemanting a coordinator foikiora program
numerous individual classes throughout a 8choo! or sch
Qne-day In-Class Presentation - introduction 1o Folkiora

Stell folkiorist will daiivar 8 multi-media presentation ¢
ueed with a tsacher’'s own established curriculum. The pr
focus on the basic concepts with concreta axampiles, ar
tha reievance of these concepts to the subject being taug
tation may be altered to lit into Ciasses at any grade iey
$tudant Collection Project

Stal! tolkiorist wili introduce, suparvise, and avai
designed o aliow studenta to coiiect, organizs, and pras:
tions from theit communily. Working ciossly with |
teacher, the foikiorist wiil be avaliabis lor the pariod du
project is ongoing (uauaily three Lo six weeks) to sps
classroom assisting studants and guiding ths teacher ir
visory role.

Folk Artist Demonatration

Gtett foikiorist will present 1o the claas a practlicing folk
person who axampiifias the traditionsi cuiturs of the ar
tist will demonstrate and discuss his/har skill with studi
possibia, will give soma instruction in that skill. Soma lie
required to locate (0ik artists in your ares.

Fioldwork

Stat! foikiorist wili conduct tieidwork In & particuiar
a/08 in order (o idsntily and eniist 10ik &rtists 1o w
educators in their own foik arts programs.




Traditional music,dance, crafts ‘& skills
FREE! Everyone is welcome!

SPRING
FOLKLIFE FESTIVAL

April 29, 1983

Nantahala School

Afteranoon-Crafts, Music, Dancing

3:00-7:00-Supper at the School
1:00-Evening Concert




excerpt from A Guide to Greater Lansing Folklife Resources, MSU Museum, 1983

published in conjunction with MCA-funded Folk Artists in the Schools project
in Ingham Intermediate School District

Project F.O.L.K.

During the past few years. a consortium of schools in the Ingham In-
termediate School District has conducted a program entitled Project
F.O.L.K. (Focus on Lasting Knowledge). Supported by grants from the
Michigan Council for the Arts, the program has been piloted in eleven
elementary schools in four Lansing-area school districts. Participating
students have learned traditional stitchery, listened to a musical saw
player and a kitchen band, sung along with a mariachi group, observed
black-ash-splint basket making and cedar fan making. cooked a tra-
ditional muskrat recipe. and constructed folk instiuments. These are just
a few of the activities of Project F.O.L.K.

Project F.O.L.LK. was designed to encourage in students a greater

understanding of our cultural heritage by integrating folk arts into the

‘ elementary school curriculum. Among the project’s objectives were the
following:

® To give students and teachers the opportunity to have direct contact
with folk artists

® To develop in students and teachers an understanding of the folk ar-
tist, his/her art form. and the cultural environment that influenced its
development

® To promote creativity and self-expression

® To provide students and teachers with the knowledge of the skills
needed to become a craftsman in a special area

® To identify and mobilize local and regional human resources neces-
sary for understanding of folk arts culture

® To identify local sites of importance to the development of an under-
standing of local folk art

® To provide an opportunity to document and exhibit aspects of the
project’s activities

® To involve parent and community participation in all aspects of prog-
ramming. with particular emphasis on family and community pat-
terns.
Project F.O.L.K. has been organized and coordinated through a steer-

ing committee that included one representative or in-school coordinator

from each school district; the project's folklorist, Marsha MacDowell,
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and the project director, Judith Taran. The committee, which has been
meeting once a month to plan, coordinate, and evaluate activities. also
consisted of Jane Taylor, outdoor education consultant, Haslett Public
Schools; Samuel Lo Presto, principal, and David Rumminger, principal,
Holt Public Schools; Rhea Smith, artsenhancer, Waverly Community
Schools; Mary Baker, formerly fine arts coordinator; Craig Marsh, prin-

cipal; Nell Veenstra, teacher; Sally McClintock, principal. East Lansing
Public Schools.

Although Project F.O.L.K. has only been under way for two years, it
has already generated some exciting, educational experiences for youth.

Judith Taran

East Lansing Fine Arts Coordinator
Former Director, Project F.O.L.K. and
Director, Arts in Education for Ingham
Intermediate School District
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What are folklife and folk arts?

Folklife study is concerned with the traditional be-
haviors and expressions that are an integral part of any
group of people. Learned primarily through observa-
tion or imitation, these traditions are pas. d on from
one generation to the next. They can include both ma-
terial culture and oral traditions. and they are found
wherever a group of people share a set of experiences
or beliefs.

Frequently people hold :misconceptions about
folklore that influence the inexperienced student or
presenter of folklore. Therefore. it is important to keep
in mind the following:

Folklore is not necessarily old or old-fashioned. Al-
though old-time activities might be a key to discover-
ing folk culture. they are not always the best means,
and certainly not the only means. New customs and
traditions may be found wherever a group of people
share a common background, work setting, religious
belief, etc.

Folklore is found everywhere. All people have tra-
ditions that they maintain in their homes, their
schools, their work settings, their communities, and
their countries. You can find folk traditions in urban
and suburban settings. as well as in rural localities.

Folklore is found in everyone. Regardless of age,
sex. race, religion. nationality, or education, all people

maintain folklore traditions. This means that ;ou as an
educator or administrator and your family and
neighbors all engage in some kind of folkloric be-
havior. Remember that even very young children
chant jump rope rhymes, participate in birthday celeb-
rations, and tell babysitter jokes.

The range of potential subjects to investigate is quite
broad. Since folk arts refers to products of informal
culture. a type of knowledge learned usually by
word-of-mouth or customary demonstration, you can
focus on how people talk — proverbs, riddles,
legends. vocabulary. sayings; how people work with
objects — quilting. woodcarving. cooking. basket mak-
ing; how people play — games, toys, recreation,
sports, puzzles; and how people work, perform, and
live,

Folklife traditions in the Greater Lansing Area can
be witnessed in our homes, our schools, our churches,
and our streets. Hearing the Del-Hi-Hos perform; call-
ing an area of Holt the “Tree Streets” or a portion of
East Lansing the 'Flower Pot District”; participating
in the Riverfront Festivals; listening to a mariachi
group at Cristo Rey; singing with a gospel choir;
chanting a jump-rope rhyme at the Midway School
playground — these are all examples of various cul-
tural traditions Lansing area citizens are maintaining.

How does one identify folk artists?

Folk artists are people who have niaintained or prac-
ticed traditional beliefs or skills over a period of time.
Generally, folk artists have learned their skills through
oral transmission or behavioral example. In other
words. they have learned by listening and observing
— not by reading books and enrolling in special
classes. Folk artists are also called tradition bearers.

Quite often folk arts are arts handed down through
the generations in families, but they also are skills
learned from friends and other community members.
Folk arts are shared in groups having a common bond:
families. ethnic groups. social organizations, and oc-
cupational groups are some examples. For instance, a
story about how a family came to this country, the
celebration of the feast day of Saint Casimir by a local
Polish parish, a Gaelic League Irish harp concert, and
an annual fireman's waterball contest are all occasions
when folk traditions are maintained by common-bond

groups. Folk arts reflect the values and aesthetics of
these groups and help to promote a sense of identity
among their members.

Society tends to view art as important only if it has
been produced by someone who works at her/his craft
full time or by a professionally trained artist. However,
few folk artists work at their art full time. a fact that by
no means devalues their art. Folk artists may be
amateur or professional — some get financial compen-
sation for their activities in their communities, others
do not. Regardless of amateur or professional status,
folk artists are active participants within their com-
munities. A folk artist might be a janitor by day and a
carver of decoys by night or perhaps a grandmother-
housewife who also tats lace for a church bazaar. Folk
artists tend to blend their skills into the flow of the
rest of their life activities.

Many skill::d tradition bearers do not think of them-
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selves as artists. When asked about what they do, they
most likely will anwer, “I just sew,” or *'I just carve a
little,” or even simply, "I just make things."” Therefore,
it might take a little extra effort to persuade them of
the value of sharing their knowledge with the com-
munity at large. Their introduction to an educational
setting might be the first time folk artists have been
given public recognition.

2. note on revivalists: Revival performers are those
entertainers or craftsmen who have learned folk tra-
ditions outside of the tradition's original context. For
instance, a suburban woman who signs up for Norwe-
gian rosemaling at the neighborhood YMCA and then
sells painted purses at art fairs is a revivalist. She is
reviving a folk art skill, but she is not a traditional folk
artist. Revivalists can enhance a school program, but
they usually cannot provide the local, immediate, liv-
ing traditions that folk artists can.

What kind of
performances or
demonstrations
might one expect?

Folk artists parform and demonstrate in a wide va-
riety of styles, techniques, formats and situations. Folk
traditions might be demonstrated by an individual or
by a group; some artists might be available only after
working hours; some traditions might best be per-
formed in a church or at a festival; and some folk ar-
tists may need special equipment.

Find out what special conditions, equipment, or
schedule will make the folk artist most comfortable
when visiting your school.

How can folk artists be used in schools?

Linda Constant Buki, a former national coordinator
for Folk Artists in Schools (FAIS), developed the fol-
lowing goals for a New Jersey FAIS program:

® to enhance an understanding of local history by
allowing children to see and hear living witnesses
to that history and to make history come alive
with folk artists who were participants

® to give children a broader view of the world
through exposure to more than one aesthetic

® to call attention to and place value on the con-
tributions a folk artist makes to the quality of life
in a community's day-to-day living

® to work with schools to validate learning alterna-
tives that exist outside the school environment in
homes. places of worship, celebration gatherings,
and in occupations that relate to the locale and
pride in place

Folk artists are a rich resource in helping to illumi-
nate the human cultural treasures to be found in any
community. In addition to demonstrating or perform-

ing their traditional skill. folk artists can help students
understand the history of the tradition and how it
plays a role in their lives today. To view their demon-
strations or performances as simply entertainment is
to lose sight of the valuable resource of local culture
they represent.

Presentations of traditional knowledge can enhance
all aspects of the school’s curriculum — from art to
math, from social studies to expository writing — if
even a minimal planning effor* is made by the
teachers or coordinator.

Therefore it is important that educators play an ac-
tive role (1) in planning the integration of the folk ar-
tist into a curriculur structure and (2) in the actual
presentation or performance. In the first instance, it
would be helpful for teachers to know a little bit about
the skill or tradition to be brought into the classroom.
This will enable them to integrate the performance or
tradition more effectively into the curriculum. Second.
during the actual visit, the teacher should help the
folk artist by asking questions about the tradition or
skill. This role may be especially impcrtant when
dealing with folk artists who have had little or no ex-

perience performing or demonstrating in a public
situation.




The Yellow Pages of the telephone book are often very
useful in identifying potential resources. Below is a
listing of some useful headings found in the Lansing

Area Phone Book.

Aquariums
Archery
Associations

Barrels
Baskets
Birds

Cabinet Makers

Cake Decorating
Canvas Products
Carnival Supplies
Chair Caning Supplies
Chimney Sweeps
Cider Mills

Clocks

Cobblers (see shoe repair)

Cooking
Crafts

Dolls

Fishing
Flower Arrangements
Furniture

Gardening
Glass Working
Goldsmiths

Health Foods
Horses

Interior Decorating
Iron Working

Jewelers

Leather Working
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Magicians
Movies — Cinema
Musical Instruments

Opera

Photography
Porcelain

Square Dance Supplies
Tattooing

Violin Making

Wood Carving

REST COFY EVAILABLE




FOLK ARTISTS IN THE SCHOOLS

The roikis  Jenter
Titernationad House
3701 Thestr it Street

Fraladelphies Foa1o104
C215) 3875125
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PROGRAM OFFERINGS 1986-87

ASSEMBLY AND WORKSHOP PROGRAMS

Assembly programs are scheduled with a maximmm of 100 students, or
three classes. Workshops for those classes follow the assembly.
Fee: $100, includes assembly and three workshops.

Afro-American Musical Traditions From the Piedmont Area
Recommended ages: Elementary-Senior High
Performers: Anthony "Spovns Jr." Pough, spoons

Moses Rascoe, blues guitar

Robert "Washboard Slim" Young, washboard

Afro-American blues originated in the rural areas of the South. With
the large-scale migrations of rural Afro-Americazs to cities such as
Philadelphia, country blues traditions affected the urban repertoire.
This program presents blues traditions originating in the South; all of
the performers were raised in North Carolina and learned their
repertoire before coming to Philadelphia.

Workshops in this program will provide students with the
opportunity to try their hands at playing these "everyday" instruments,
and enjoy the unicue opportunity of talking with master blues men.

Afro-American Street Dance
Recommended Ages: Elementary-Senior High
Performers: The Scanner Boys:
Lorenzo "Prince" Harris
Dave "The Renegadz" Ellerbee
Branden "Babyface" Sharrod

"Breaking” and "popping" are current styles in the vernacular Afro-
American street dance tradition that reaches back to the nineteenth
century. Break dance is performed with the body balanced on parts
other than the feet; popping creates the illusion of movements
impossible for the human body.

Workshops teach essentials of safe street dance, providing the
tools for creative choreography.

Afro-American Vaudeville Traditions

Recommended Ages: Junior-Senior High

Performers: lLavVaughn Robinson, tap dance
Willie "Ashcan" Jones, comedy

Following in the stage traditions of the 1920's and '30's, Lavaughn
Robinson presents unaccompanied tap in a style that is musical in its
own right. Willie Jones performs stand-up camedy as learned in a




lifelong performing career.

Workshops led by a folklorist will include both performers in a
discussion of the transmission of artistic traditions in the
environments of the Harlem Renaissance of the 1920's, and Philadelphia
street dance in the 1930's and '40's. Suggestion: these workshops
would be appropriate in social studies or history classes.

Afro-Caribbean Calypso
Recommended Ages: Intermediate-Senior High
Performers: Terrence Cameron and The Steel Kings, steel drum trio

Steel drums are a recent tradition, brought to Philadelphia by
Caribbean musicians primarily from Trinidad. Steel drum ensembles
include drums or "pans" of different ranges: for the deeper instruments
as many as two or three pans may be needed for a single instrument.

Workshops for this program will include a brief demonstration of
how the pans are made, and will allow students to try their hands at
playing them. Terrence Cameron, who leads the Steel Kings and conducts
the workshops, is Philadelphia's leading maker of this instrument.
Please note: there will be two workshops with this program.

Eastern and Southern European Music

Recommended Ages: Junior-Senior High

Performers: Bill Lagakos, violin and mandolin
John Touzan, gquitar

Music from the east and south of Europe includes several diffe: @nt
ethnic styles. These musicians, of Greek extraction, play mus:c of 4
variety of traditions, including Greck, Italian, Russian and Spanish.

Irish Music and Dance Traditions
Recommended Ages: Elementary-Senior High
Performers: Mick Moloney, guitar, banjo and voice
Seamus Egan, mandolin, uillean pipes, flute and
tinwhistle
Siobhan Bgan, fiddle
step dancer to be arranged

Irish performing traditions consist primarily of two types of music,
dance tunes and sean nos (an older style of slow, Gaelic airs). This
program presents music of these two types, on a variety of instruments
-- each instrument is demonstrated and explained by one of the
musicians. Songs are sung in both English and Gaelic.

Workshops will allow for a closer look at these unusual
instruments and the functioning of Irish traditions in both Ireland and
Philadelphia.



Italian Music and Dance Traditions

Recommended Ages: Elementary-Senior High

Performers: Russell Procopio, mandolin
Dick Manton, guitar
Columbia Alfonsi, dance
Nino Campagna, accordion

Italian music and dance traditions are carried on in commnity settings
here in Philadelphia much as in communities of Italy. Music from the
"art" or Classical traditions is performed along with more recognizably
"folk" music and dance at community celebrations such as weddings.
This program presents such a range of traditions performed on mandolin
and guitar. Columbia Alfonsi performs dances from several regions of
Italy, including tarantellas and salterellos. She is accompanied by
Nino Compagna who plays traditional folk tunes on the accordion.
Workshops for each class will be either dance with Ms. Alfonsi and
Mr. Compagna or mandolin styles with Mr. Procopio and Mr. Manton.

Puerto Rican Bamba and Plena Traditions
Recommended Ages: Elementary-Senior High
Performers: Los Pleneros de Camden

Bomba and Plena are two music and dance traditions from Puerto Rico.
The Bomba is a very old dance form, dating to the 17th century and
coming originally from Africa. The Plena is a form of song that tells
about events of interest to the community. It was used before the
development of modern mass communications, and the songs were used to
convey the news. Jhe dances performed with these songs act out the
events of the song. Los Pleneros de Camien dance, sing and play a
variety of instruments, primarily percussive instruments called
tambours, small hand drums ranging in size and pitch.

Workshops will provide an opportunity for students to learn some
basic dance steps and try out the instruments.

WORKSHOP PROGRAMS

Workshop programs consist of a series of three (3) workshops in
individual classes, held on a single day unless otherwise arranged.
Pee: $50, includes program supplies unless otherwise arranged.

Afro-American Piano Music Styles of the 20th Century
Recommended Ages: Elementary
Perf«rmer: Dorothy McLeod

Piano music shows the stylistic changes of vernacular Afro-American
misic over the last hundred years more clearly than any other single
instrument. Styles range from the sentimental lyrical songs and
waltzes of the turn of the century through ragtime, New Orleans jazz,




swing, boogie woogie and contemporary.
Note: there will be two workshops in this program.

Hmong Textile Design
Recommended ages: Elementary-Junior 'igh
Artist: Pang Xiong Sirirathasuk

Paj ntaub (traditional Hmong embroidery and applique) relies on
symbolic motifs, carefully composed in attractive designs. Traditional
color combinations refer to seasons of the year, and the motifs
represent a variety of images from the natural world.

Italian Foodways
Recommended ages: Elementary-Junior High
Artist: Dorothy Marcucci

Food is one of the features of a commnity that frequently defines that
community for members of it. 1Italian food is recognized as different
from mainstream American food, yet what most Americans consider as
"Italian" is only a tiny portion of the cuisine of most Italian-
Americans. Dorothy Marcucci is a fine cook from the Italian community
in Philadelphia, and she demonstrates some of the lesser known foods
that form part of her heritage. She talks as well abou: the importance
of food within the Ttalian community.

Jewish Calligraphy and Design
Recormended Ages: Junior-Senior High
Artist: Karen Shain Schloss

Calligraphy for important documents is a tradition of many culture:.

In Philadelphia special occasions in the Jewish community are marked by
the creating of beautiful, hand lettered wedding certificates, wedding
and party invitations, and announcements. Some of these are sinply
hand-lettered, some involve illustrations and illuminitions, and some
are cut paper calligraphy.

Karen Schloss demonstrates some of her techniques in this
workshop, and helps students try some simple lettering techniques.
Class preparation beforehand is suggested: this program might best be
planned with the art teacher.

Polish Wycinanki (Paper Cut Outs)
Recommended Ages: Intermediate-Senior High
Artist: Stephanie Batory

Paper cutting is a traditional art in many cultures. 1In the Polish
community here in Philadelphia there are some fine practitioners of
this art. Motifs are taken from nature, and are changed with the
seasons. In the winter, intricate snowflakes and stars are cut, and in
the spring flowers and birds predominate. Mrs. Batory will show some
of her own works, and will teach students techniques for successful

log



folding and cutting of some of the simpler designs.
Please note: there will be two workshops in this program.

Puerto Rican Cuatro

Recommended Ages: Junior-Senior High

Artists: Aguedo Beltran, cuatro maker
Emmanuel Sanchez, cuatro player

The cuatro is a stringed instrument in the guitar family that is native
to Puerto Rico. The making of a cuatro involves months of painstaking
bending, molding, cutting and gluing; Mr. Beltran demonstrates some of
the techniques involved in working with fine woods to build an
instrument. Mr. Sanchez has played the cuatro since his childhood,
providing students with the sound of the finished product.

Ukrainian Traditions

Many fascinating crafts were brought to this country and continue to be
practiced within the Ukrainian community. Among these are pysanky
(batik-dyed Easter eggs), leather work, beadweaving, and embroidery.

The Folklife Cente. and The Ukrainian Heritage Studies Center in
Jenkintown are collaborating in offering programs in various Ukrainian
traditions. The Ukrainian Heritage Studies Center has a collection of
Ukrainian crafts, regional clothing styles, and customary house
furnishings; they are well connected with Ukrainian artists, and
provide half-day workshop programs on their various traditions.

Workshops on pysanky or bead-weaving at the Ukrainian Heritage
Studies Center can be the workshop portion of the Folklorist-in-
Residence program offered through Folk Artists in the Schools. See
description of this program below.

FOLKLORIST IN RESIDENCE PROGRAMS

These programs explore folk traditions of students, their families and
conmmities. Students will gather family histories and traditions and
document commmity traditions, under the supervision of folklorist
Diane Sidener. Class sessions will be used to foster an understanding
of folklore as an important component of our lifetime learning, and as
a significant aspect of personal and group identity. Class sessions
will be supplemented by out of class assignments, field trips and/or
short term projects focussing on traditions in the students' immediate
enviromments.

Residencies will be tailored to fit the curriculum needs of
individual classes. They can be adjusted to students capabilities from
the elementary through senior high years.

Fee: $50.
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Polklife All Around Us
Recommended Age: Elementary

Five in-class lessons examine the ideas of tradition, folklife, and
folk group by looking at traditions in which students participate as
members of various folk groups. Students experience family traditions,
community traditions, student traditions and holiday traditions, all of
which are part of their expressive culture. This program examines the
importance of these traditions of everyday life, and shows them as a
significant part of our lifelong education. As such, they are worthy
of respect, as are the traditions of others.

In class lessons will include discussion of family stories and
jokes, special family objects, holiday customs and foods, and students'
games and lore (sayings, songs and jokes). FProjects can be either
displayed on a bulletin board or collected into a booklet that can be
taken home.

Optional additions:

1. A visit by a community artist will provide a demonstration of a
particular tradition, and will as well provide an opportunity for
students to discuss how he or she 1 .rned to do what they do and from
whom they learned it.

2. Instead of an outside visitor, students could plan their own folk
festival, using material discovered and collected during the course of
the residency. The festival would provide an opportunity for students
to perform or demonstrate their own cultural or family traditions,
whether jump-rope rhymes, holiday or ethnic foods (with parental
involvement for this), or a special family object about which they can
talk.

3. A field trip can be arranged to supplement topics studied in the
classroom. One possibility would be to visit the Ukrainian Heritage
Studies Center, for a workshop on a traditional craft of the Ukrainian
community. See description above, under workshop programs. Please
note: there is an additional fee for programs with the Ukrainian
Heritage Studies Center.

Folklore and Folk Culture in Multi-Cultural Philadelphia

Recommended Age: Junior-Senior High

Appropriate for: Social Studies, History, Sociology,
English/Mriting

A series of five lessons examine the changing of a commnity over time.
Students will be trained in working with informants and assigned to
collect an oral history from an older family member or neighbor. Where
appropriate, these oral histories can be used to map out the earlier
history of a particular neighborhood or community.

A guest visit with a commnity artist will be used as "training"
for oral history interviews. Students will watch beginning stages of
the interview, and formulate questions of their own to ask the visitor.




FOLK AR.ISTS IN THE SCHOOLS

The rolidus e

Intermoational Hovse

‘ 3791 Chestreat Srest
PROGRAM AND FACILITIES QUESTIONAIRE, FALL 1986 - luladelphic Fal-10d

(215) 387-5125

School Contact
Addross Title B
Phone _ Date

If you will NOT be participating in this years' programs, please tell

us why.

Program Information
1. Program preferences (choose ONE program, and one alternate, 2
choices total):
ASSEMBLY AND WORKSHOP PROGRAMS
___ Afro-American Musical Traditions From the Piedmont Area
___ Afro-American Vaudeville Traditions
___ Afro-Caribbean Calypso
. ___ Eastern and Southern European Music

_ Irish Music and Dance Traditions

___Italian Music and Dance Traditions
____ Puerto Rican Bomba and Plena Traditions
WORKSHOP PROGRAMS
Afro-American Pianc Music Styles of the 20th Century
__Hmong Textile Design

- Italian Foodways
Jowish Calligraphy and Design
Polish Paper Cutting
Puerto Rican Cuatro
__ Ukrainian Traditions
FOLKLORIST IN RESIDENCE PROGRAMS
____ Folklife All Around Us
~__ Folklore and Folk Culture in Multi-Cultural Philadelphia

We will be scheduling programs from November 3, 1986 through
Decomber 19, and from January 12, 1987 through March 13. Please
provide us with three possible program dates within these parameters.

2. Preferred dates

(list three)




3, Classes involved

(list each teacher,

grade & subject)

4. Total number of students in program

5. Possible dates for 45 minute meeting with FAIS Cocrdinator and all
teachers involved in program (please suggest three dates at least two

weeks before your first preferred program date)

School facilities (Please answer this section only if you have
requested an assembly program. )

6. Auditorium __ Yes No (If no, please describe possible spaces for
this program on the back of this sheet.)

7. Please check if your auditorium has:

___ wooden stage floor

____ working slide projector & screen

____grounded (three way) outlets
performers' dressing room

piano (give date of last tuning)

8. Does your school have a video player? _ Yes __ No
What format? VHS Beta 3/4 inch __ Other

We request that you provide the following for all programs:

*Ice water backstage during assembly performances

*Refreshments or lunch for performers and FAIS staff between programs
*Program supplies such as scissors and glue, where appropriate
*Program fee two weeks in advance of program

*Por assemhlies, 4-6 students 1 hour before program and for 45 min.
after program, to help with load in/load out of sound equipment.

Please camplete this form as soon as possible to assure your choices of
programs and dates. Return to:
Folk Artists in the Schools
Polklife Center
International House
3701 Chestnut St.
Philadelphia, Pa. 19104
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DESCRIPTION OF PROGRAM

.

Scl

- 4

he Artist-in-the-Schools Pro-
I gram featured five folk art-
ists who worked in four War-
ren County elementary schools. The
folk artists involved in this AlS pro-
gram included a broommaker, doll-
maker, musician (fiddler), quilter,
and storyteller, The focus of the
1980-81 program was to give as many
students as possible personal contact
and experience with an accomplished
folk artist living and working in War-
ren County.

One important part of the program
was the outstanding contribution
made by Virginia Murphy of the
Warren County School Board office.
Mrs. Murphy, who supervises ele-
mentary education, worked closely
with the school principals and the
program coordinator to insure that
the FAIS program was a signiticant
part ot the overall school program. In
addition, the Shakertown AlS Work-
shop in August, 1980, proved invalu-
able in preparing the in-school coor-
dinators to work with the program in
Warren County.

There were four school sites select-
ed tor the 1980-81 program. The site
selection was based on schools which
had not previously participated in the
AlS program. The sites selected were
Cumberland Trace, North Warren,
Oakland, and Rocktield elementary
schools. During the early summer,
the AlS program coordinator met
with the school principals  and
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helma Freeman s o native of

Warren County. She em-
plovs her love ot storytelling
in her jub as children’s librarian at the
Bowlhing Green Public Library
Dr. Camulla Collins 15 a trained
tolklorist whao currently teaches in the
Folklore Department at Western Ken-
tucky University. As a natural story-
teller, Dr
pine her acadennc tramning with her
teaching <kills to provide an exating
classroom experience tor teachers and
students

The program  took

place 1in the sixth prade and consisted
ot the tollowiny

C olling was able to com-

storviteliing

Fall Semester
~Provide o working dlassroom
relationship with g traditional
storytetler
~Acquamt stadents and teachers
with their tocal history employ-
i the oral personal history
tormat

Lf.\)

STORYTELLING

--Utilize shide presentations to
develop an understanding ot
place in the local history ior-
mat.

--Develop an understanding tor
the storyteller as the bearer ot
community history.

Spring Semester

-Provide a working classroom
relationship  with a  trained
tolklorist to teach and develop
the art of storytelling.

--Provide a tramework tor each
student to develop their lan-
guage and communication
shills.

--Atquaint students and teachers
with the torms ot verbal narra-
tive including the anecdote,
joke, legend, and personal ex-
perience story.

--Teach students and teachers
how stories dare learned and
communicated and give each
student an understanding ot
how people communicate.

hands on shared
storytelling  ex-

--Provide a
classroom
periences.

~Develop an  appreciation  tor
the written story by providing
written story dassignments.

Teacher Evaluations:
The tollowing are representative
comments by sixth grade teachers at

Cumberland Trace, North Warren,

ter)

QOakland, and Rocktield elementary --1 hope th
schools: (Fall sem:
--A variety of techniques were .-l saw ch
employed w:th students shar- shy norm
ing their stories with each tech- the room
nique Students were able to semester)

identity stories by type, -
morale, and other devices at --'(!)hez;r(tsut:
the end of the week. (Spring t:eFi)r ow
semester) some stu
--Students strengthened their i- ancestor
magination, speaking skills, story to

and listening skills. (Fall semes-

Cam Collms leads a storytelling session with students at Rockfield |
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YEAR-END WRAP-UP:
FOLK ARTS FESTIVAL

uring the last week ot the
Ds(‘h(ml year, May 25-28. the
AlS program sponsored a

one-day tolk arts testival designed to
reach those students who did not par-
ticipate in the AlS program during
the year These one-day testivals re-
turned tour ot the tolk artists to the
schools in addition to adding two
guest artists to the week-long pro-
gram.

The testival tocused on those grade
levels 1n the tour AlS schools which
did not have an AlS residency. Dur-
ing the one-day residencies, there
were seven drtists working tor one-
day ot Cumberland Trace, North

Jielie Sereer Qaest e list disctesses wed v put

terne oot et ot Cunberland Drace Fie

nentar, o

Q
R @

Jim Johnson, guest artist. demonstrates 1azz
techniques to students at Cumberland Trace
Elementary School

Warren, Qakland, and Rockfield ele-

mentary schools:
Artist Art

Cam Collins
Voyne Crump
Jimmy Owens
Maude Chapman Broommaking 5°
Jim Johnson lazz 8
Julie Singer Weaving  Library

Grade

Storytelling 1
Folk Music 3

*Students  made individual  cake
testers with the extra end-pieces lett-
over trom the broommaking pro-
gram. Maude Chapman traditionally
makes cabe testers and other items
trom the broom corn lett-overs,

PROBLEM AREAS

ome of the minor problems
Sduring the artists’ residencies
pinpoint areas for restructur-
ing the program during the second
year of the AIS residencies. While
these problems should be highlighted,
they should not detract from the
overall success of the program this
year.

The problem areas include the follow-

ing:

1) Submitting the program evalua-
tion forms to the individual teach-
ers during the last two weeks of
school. Seveial of the teachers did
not fill out the forms.

Solution: Submit the program
evaluations to the teachers on the
last day of the artist's residency
and set a date when they will be
picked up from the teachers. This
will also enable the program coor-
dinator to correct problems before
the artist moves onto the next
school site.

The program coordinator's aller-
gy to broom corn and her inabili-
ty to remain in the classroom
during the artist’s residency to
monitor any problems.

2

Solution: Work more closely with
the artist to evaluate the daily
needs in the classroom. Make
daily spot-checks on the progress
ot the broommaking program,

3

There were a couple ot situations
in the largest school where the art-
ist ran out ot supplies during one

or two s

Solution
tor will
the craft:
plies nee
classroot
supply ¢
school d
cy.

4) While tl
worked
insure tl
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teachers
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situation
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Addendum #J
Sample Curriculum Materials from FAIE Projects

Many who have been involved in folk-arts-in-education program-
ming have raised concerns about the limited number of available
curriculum materials. Curricular materials have been needed to help
tie the traditional information presented through folk arts demonstra-
tions and performances not only to already existing textbook informa-
tion but also to teaching objectives. Neither the individual classroom
teachers nor the folklorists directly involved in projects have had the
time, money, or specialized expertise necessary to develop materials
that could be used by classroom teachers and students. Even when
materials have been developed, they have been produced in limited
numbers or for very restricted purposes. Fortunately, this need has
begun to be addressed by several individual projects, and the selection
of excerpted material here provides an indication of this growing body
of information.

By far the most ambitious curriculum development project related
to folk arts to date has been that of the North Carolina Department of
Public Instruction. Over a two-vear period, a massive project was
undertaken to develop a statewide competency-based curriculum in
arts cducation. The resulting publication, “Teacher Handbook: Arts
Education, Grades K-12,"provides recommended goals and objectives
and suggested measures for five arcas of the arts: dance, folk arts,
music, theater arts, and visual arts.

Another ambitious curriculum-materials project is that developed
by a group of Indiana folklorists and sponsored by the Indiana
Historical Society and the Indiana Historical Bureau, State of Indiana.
A report from its project coordinator is included in chapter twoand in
excerpt is reprinted here.

Other significant curriculum materials that have grown out of FAIS
FAIE projects inelude some of what is excerpted here. Each excerpt has
Lieen selected to show the range of approaches that developers of
curriculum materials are taking.

EXCERPTS:

a. “Folk Arts™ (from “Teacher Handbook: Arts Education, Grades
K-12." North Carolina Department of Public Instruction, Raleigh.
North Carolina, 1985). Excerpt reprinted with permission of the
North Carolina Department of Public Instruction.

h. Betty J. Belanus, ed., “Folklore in the Classroom,” Indiana
Historical Burcau, Indianapolis, Indiana, 1985, Excerpt reprinted
with permission from the Indiana Historical Bureau.
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d.

Stephen T. Poyser and Tina Bucuvalas, “Introduction to Arkansas
Folklore: A Teacher-Student Guide,” Arkansas Arts Council, Little
Rock, Arkansas, 1986, Excerpt reprinted with permission from Folk
Arts Program, Arkansas Arts Council.

“Tennessee Traditions: Music and Dance (A Teacher's Guide),”
Country Music Foundation, Nashville, Tennessee, 1985, Excerpts
reprinted with the permission of the Country Music Foundation,
Nashville, Tennessee.

Diance K. Sidener, John Revnolds, and Francesea MceLean, “Folk
Artists in the Schools: A Guide to the Teaching of Traditional Arts
and Culture,” 1986. Excerpt reprinted with permission from The
Folklife Center, International House, Philadelphia, Pennsylvania.

David Taylor, “Duval County Folklife Prograni: A Guide for Fourth
Grade Teachers,” Duval County Public Schools, Jacksonville.,
Florida, 1985. Excerpts reprinted with author's permission.

“View from Staten Island,” written by students of P.S. 23, P.S. 306,
P.S. 38 and the Staten Island Academy, and edited by Naney
Grocee, 1986; and “Geaeration to Generation: The Staten Island
Folk Artists in the Schools Project,” written by students of P.S. 23
and the Staten Island Academy, and edited by Nancey Grocee, 1985,
Reprinted by permission from the Staten Island Council on the
Arts. For further information on their programs, contact Staten
Island Council on the Arts.
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Teacher Handbook: Arts Education, Grades K-12

Folk Arts
Purpose and Overview

The inclusion of folk arts in the publie
school curriculum is a new thrust for the
state of North Carolina. When first intro-
duced as a program, the term folk arts
adequately expressed the program’s major
coneerns. Yeteurrent practice among
folklorists promotes the use of the term
folklife rather than folk arts. Folklife refers
to the traditional ways by which a com-
munity expresses its shared way of life. [t
encompasses a variety of eultural expres-
sions including traditional musie, dance,
visualarts, erafts, rituals, architecture,
foodways, customary work practices, and
oral literature such as storytelling, leg-
ends, and oral histori _s. Henee this doeu-
ment will refleet current practice and use
the term folklife, with its broader implica-
tion, and also refers specifically to tradi-
tional performing and visual arts as folk
arts.

The traditional arts are the first arts that
we encounter. Webegin to appreeiate and
participate in folk arts as family and com-
munity membersbecausce every group
bound together by common interests and
purpose, whether educated or unedu-
cated, rural or urban, possesses a body of
traditions which may be called its “lore.”
The major objective of the folk arts currie-
ulum is two-fold. First. it attempts to help
students identify and discover their tami-

lies and “or region's rich cultural heritage,
thus giving them a new awareness of and
appreciation for their personal and com-
munity's traditions. Sccond, by exploring
the lore from the broad span of historyand
from varied cultures and ethnie groups,
students develop an empathy foranother's
situations.

Family folkiore such as stories, expres-
sions, and traditions that characeterize
family life and children’s folklife such as
neighborhood and backyard games, tan-
tasy play, riddles, jokes, dances, ete., that
characterize children’s play are two folk-
life genres that young children bring into
classroom situations with them. These two
genres become the foundation on which
students begin a sequential folklife pro-
gram of progression that builds on an ever-
widening spiral of skills and coneepts.

Ultimately, tolk arts education provides
students with the necessary vehieles to
become immersed in the entire folk
proeess. The folk proeess is the method by
which members of a folk group learn and
pass on traditions, customs, beliefs, and
ways of doing things. Becoming involved
in this proeess of observing, talking, and
listening, students appreciate their roots
and, thus, evervone's heritage and culture
is ecnhanceed.




Course of Study
K-8
General Folk Arts
9-12
Introduction to Folklife
The folk arts curriculum:

—is designed for statewide use.

—isnot correlated with any textbook and does not restrict the use of
any relevant textbook or program materials.

—cencourages the development of a series of offerings suitable to
aried student abilities.

—provides for flexibility in local curriculum development.

Though the folk arts curriculum is not a part of the state-funded basic
education program, many school districts do offer such a program as
well as electives appropriate for this instructional area. Such electives
may include: Oral Traditions, Performance, and Folk Art; Material
Culture; Custom, Belief, and Ritual: Religious and Secular Festival and
Drama.
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Grades K-2
Major Emphases

The use of folk arts at the K-3 level
enhances children's natural curiosity and
enthusiasm to know about their culture
and heritage. Emphasis is placed on folk
arts activities that directly involve children
and that are based on the interests and
knowledge that the children bring to class.
Specifically, family folklore such as the
stories, expressions, traditions, and crafts
that characterize family life and children’s
folklife such as neighborhood and back-
vard games and dances, fantasy play, rid-
dles, jokes, songs, ete., that characterize
children’s play: should provide the foun-
dation for all activities. Exploratory activi-
ties drawn from these two genres should
spark children's curiosity about their cul-
ture and the culture of their peers.

Much of the work done in kindergarten
and first grade is related to helping chil
dren interact in a socially productive way
with peers: therefore, stress should be
placed on getting children to share infor-
mation about their family lore with
classmates.

During this time, the creative, cognitive,
and aesthetic processes are approached in
folk arts through various avenues. A para-
mount instructional goal at this level is

helping children become cognizant of the
folk process that surrounds all of us. Quite
simply, the folk process is vigorously
involving them in activities that stimulate
an interest in their own culture and that of
others. Children begin to identify those
traditions, customs, beliefs, and ways of
doing things that are acquired through
observation, discussion, and listening. In
other words, they become immersed in
the folk process.

Because folk arts in the public schools is
a community-based program that makes
extensive use of family and community
resources, it is important that the children
begin to acquire basic field work skills. The
use of tape recorders or cassette recorders
is introduced as aids to recording tradi-
tions and customs from older members of
their families. By third grade, children
should be able to summarize data col-
lected on media equipment and give sim-
ple bibliographic information about the
collected data.

In all the folk arts experiences, children
are helped to become aware of the ele-
ments of culture and those elements’
importance as a link to their heritage.

-1 o w’
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Grade K Qutline

1. Develop a positive attitude toward her: his own culture.

1.1 Participate willingly in classroom activities and discussions
about the family.
1.2 Develop a sense of tamily pride and integrity.

tv

Develop a positive attitude toward the culture of others.
2.1 Show tolerancee of others and recognize their work.
3. Developapositive attitude toward folkk arts as a human experience.

3.1 Understand that different tamilies have ditferent lore, such as
customs, erafts, ways of doing things, cte.

4. Develop a pesitive attitude toward folk arts as an art form,

4.1 Understand that folk art is ereated by individuals cither work:
ing together or independently.

S. Secher himselfas a part of many groups: the family, the religious
organization or church, and a wide range of cthnie, regional,
national, and global communitics.

5.1 Identity immediate family members.

0. Identify with and or acknowledge the influence of a variety of
groups.

0.1 Recognize the importance of sharing family narratives, songs,
rhyvimes, cte. in classroom discussions,

7. Develop asense of time and ehronology with regard to the stability
and change of culture.

7.1 Understand the difference between information and knowl-
edge acquired from people versus information and knowl
edge learned from books, TV, and or formal instruction.

8. Aequire abody of knowledge about North Carolina and or United
States tolklife.

8.1 Beawarce of social customs associated with an extended group
to which onc belongs.

9. Sclect and use appropriate materials and media equipment to
gain intormation about her his heritage and the heritage of
otliers,

9.1 Show an interest in books and materials about heritage and
traditions.

10, Acquire skills necessary to record. interpret, and report oral cus.
toms and traditions,

10.1 Follow oral directions.

)
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Arts Education
Folk Arts
Grade Level: K Skills/Subject Area: Folk Arts

COMPETENCY GOAL 1: The learner will develop a positive attitude
toward her/his culture.

Objectives Measures

1.1 Participate willingly in 1.1.1 Share with the class a
classroom activities and favorite nursery rhyme
discussions about family learned from a family
life. member.

1.2 Develop a sense of family 1.2.1 Draw a picture or talk
pride and integrity. about a family holiday

celebration s/he enjoys.

Arts Education
Folk Arts
Grade Level: K Skills/Subject Area: Folk Arts

COMPETENCY GOAL 2: The learner will develop a positive attitude
toward the culture of others.

Objectives Measures
2.1 Show tolerance of others 2.1.1 Share with the class a
and recognize their work. favorite nursery rhyme,

song, Or jump rope verse
learned from peers.

Arts Education
Folk Arts
Grade Level: K Skills/Subject Area: Folk Arts

COMPETENCY GOAL 3: The learner will develop a positive attitude
- toward folk arts as a human experience.

Objectives Measures

3.1 Understand that different 3.1.1 Listen to the lore of
families have different lore, classmates such as a
such as customs, crafts, nursery rhyme, family
and ways of doing things. song, Of jump rope verse.

-
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Arts Education
Folk Arts

Grade Level: K Skills/Subject Area: Folk Arts

COMPETENCY GOAL 4: The learner will develop a positive attitude
toward folk art as an art form.

Objectives Measures
4.1 Understand that folk art is 4.1.1 When giving pictures of
created by individuals five traditional artifacts
either working together or from the child's culture,
independently. discuss their use or
purpose.

Arts Education
Folk Arts

Grade Level: K Skills/Subject Area: Folk Arts

COMPETENCY GOAL 5: The learner will begin to see her/himself
as & part of many groups: the family, the religious organization or
church, and a wide range of ethnic, regional, national and global
communities.

Objectives Measures
5.1 Identify immediate tamily 5.1.1 Draw a picture of the
members. family group.

5.1.2 Correctly identify family
members by name and
title.

5.1.3 Bring pictures from home
or draw pictures from
memory of parents,
grandparents, family
home, or treasured toys
given to child by an older
family member.

5.1.4 Recite jump rope verse,
counting songs, or
rhymes taught to child by
family member.
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Arts Education

Folk Arts

Grade Level: K

Skills/Subject Area: Folk Arts
COMPETENCY GOAL 6: The learner will begin to identify with
and/or acknowledge the influence of a variety of groups.

Objectives

Measures

6.1

Recognize the importance

of sharing her/his family
narratives, songs, or
rhymes in classroom
discussions.

Arts Education

6.1.1

Folk Arts

Grade Level: K

Recall stories, rhymes, or
dances that child has
learned from one or more
members of her/his
family.

Skills/Subject Area: Folk Arts
COMPETENCY GOAL 7: The learner will develop a sense of time
and chronology with regard to the stability and change of culture.

Objectives

Measures

7.1

Understand the difference
between information and
knowledge acquired from
pecple versus information
and knowledge learned
from books, TV, and/or
formal instruction.

711

712
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After discussion by the
teacher and examples of
ii..ormation that we learn
only in the family unit, i.e,,
significance of family
name, a favorite recipe,
how to play a game or
sing a special song and
information we learn from
formal instruction and
from TV, give an example
of information that s/he
has learned from family
versus an example of
similar information that
s/he learned from TV or
books.

When given a series of
five pictures, identify ver-
bally examples of types
of information s/he
acquires from TV, and
kinds of information that
only her/his family can
teach her/him.




Arts Education

Folk Arts ,
Grade Level: K Skills/Subject Area: Folk Arts
Objectives Measures
8.1 Demonstrate an under- 8.1.1 Dictate or draw a picture
standing of orally trans- of a story told to her/him
mitted lore: by a family member.
a. family traditions
b. superstition
c. original stories
8.2 Demonstrate an under- 8.2.1 Recite or draw a picture
standing of a social custom of a favorite family holi-
associated with her/his day celebration.
family.
Arts Education
Folk Arts
Grade Level: K Skills/Subject Area: Folk Arts

COMPETENCY GOAL 9: The learner will select and use materials
and media equipment appropriate to gain information about her/his
heritage and the heritage of others.

Objectives Measures

9.1 Show an interest in books 9.1.1 Recite a short story about
and materials about heri- a local or national folk
tage and tradition. hero that has been read

or told to her/him.

9.1.2 |dentify source of tale,
dance, or rhyme that s'he
learned from a family
member.
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Arts Education
Folk Arts

Grade Level: K Skills/Subject Area: Folk Arts

COMPETENCY GOAL 10: The learner will acquire skills necessary
to record, interpret, and report oral customs and traditions.

Objectives Measures

10.1 Follow oral directions. 10.1.1 Demonstrate memory
of a ballad or tale to
teacher's satisfaction.

Grade 1 Outline
1. Develop a positive attitude toward her his culture.
1.1 Participate willingly in classroom activities and discussions
about family and community lore.
1.2 Develop a sense of personal pride and integrity about family
and community lore,

Fxhibit confidence through uninhibited personal involve-
ment.

_.
“

to

Develop a positive attitude toward the culture of others,

.1 Show tolerance of peers and recognize their work.
.2 Work well with others,

totu

3. Developa positive attitude toward folk art as a human experience.
3.1 Understand that different people have different fore such as
customs, erafts, and ways of doing things.
3.2 Understand that an individual's and or group’s lore is a prod-
uct of their heritage.
1. Develop a positive attitude toward folk art as an art form.

1.1 Understand that folk art is ereated by individuals cither work.
ing together or independently to produce a desired cffeet.
5. Sce her himself as a part of many groups: the tamily, the religious
organization or church, and a wide range of cthnie, regional,
national, and global convmunitices.

5.1 Identify group, other than family unit, that s he belongs to.

6. ldentify with and or acknowledge the influence of a variety of
Broups.
6.1 Recognize the importance of her his contributions of songs,

dances., erafts, rhvmes, cte., learned from a group to class
room discussions.
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9.

10).

Develop a sense of time and chronology with regard to the stability
and change of culture.

7.1 Demonstrate an understanding of time sequence.

. Acquire a body of knowledge about North Carolina and. or United

States folklife.

8.1 Beaware of social customs associated with an extended group
to which one belongs.

Sclect and use appropriate materials and media equipment to

gain information about herhis heritage and the heritage of

others.

9.1 Show an interest in books and materials about her his heri-
tage and the heritage of others.

Acquire skills necessary to record, interpret, and report oral cus-
toms and traditions.

10.1 Follow oral directions.

Grade 2 Outline

1.

[ 3]

Develop a positive attitude toward her his culture.

1.1 Exhibit confidence in her his personal contributions to the
class.

1.2 Display independence.

Develop a positive attitude toward the culture of others.

2.1 Work well with others.

2.2 Show tolerance of others' folk traditions.

Develop a positive attitude toward folk arts as a human experiencee.

J.1 Understand that an individual's and or group’s lore reflects
their heritage.

3.2 Understand that an individual's and or group’s lore is a valid
way of communication.

Develop a positive attitude toward folk arts as an art form.

4.1 Understand that folk art is ereated by individuals cither work
ing together or independently to produce a desired cffect.

1.2 Understand that folk art can be utilitarian or aesthetic.

Sce her himselfas a part of many groups: the family, the religious

organization or church, and a wide range of cthnie, regional,

national, and global communitics.

.1 Distinguish between traditional and nontraditional.
.2 Understand the meaning of groups—primary and extended.,

, lay




6. Identify with and or acknowledge the influence of a variety of
groups.

6.1 Understand the concept of folk group and folk culture.

6.2 Recognize the importance of her‘his contributions from a
folk group to which s’he belongs to a classroom discussion
(e.g., narratives, songs, dances, rhymes, crafts).

~1

Develop asense of time and chronology with regard to the stability
and change of culture which is the folk process.

7.1 Demonstrate a chronological understanding of her “his
immediate ancestors.

7.2 Grow in the capacity to understand the sequence of folk
traditions—the relationship of things in the past to the pres-
ent and future.

Grade 3 Outline
1. Develop a positive attitude toward her his culture.

1.1 Exhibit confidence in her his personal contributions to the
class.
1.2 Display independencee.

[ 9]

Develop a positive attitude toward the culture of others.

.1 Work well with others.

5
2.2 Show tolerance of others' tolk traditions,

3. Develop a positive attitude toward folkarts as a human experiencee.

3.1 Understand that an individual's and or group’s lore reflects
their heritage.

3.2 Understand that an individual's and or group’s lore is a valid
way of communication,

4. Develop a positive attitude toward folk arts as an art form.

4.1 Understand that folk art is ereated by individuals cither work-
ing together or independently to produce a desired cffect.
1.2 Understand that folk art can be utilitzrian or aesthetic.

5. Sce her himself as a part of many groups: the tamily, the religious
. organization or church, and a wide range of cthnic, regional,
national, and global communitices.

5.1 Distinguish between traditional and nontraditional.
o S2U
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0. ldentify with and ‘or acknowledge the influence of a variety of
groups.

6.1 Understand the concept of folk group and folk culture.

6.2 Recognize the importance of herhis contributions from a
folk group to which s ‘he belongs to a classroom discussion
(¢.g., narratives, songs, dances, rhymes, crafts).

7. Develop a sense of time and chronology with regard to the stability
and change of culture which is the folk process.

7.1 Demonstrate a chronological understanding of her his
immediate ancestors.

7.2 Grow in the capacity to understand the sequence of folk
traditions—the relationship of things in the past to the pres-
ent and future.

8. Acquire abody of knowledse about North Carolina and or United

States folklife.

8.1 Beaware of the two folklife arenas, the public and the private,
and relate these two distinetions to a variety of folklife genres
such as performing folk arts, family folklife, material culture,
ete.

9. Scleet and use appropriate materials and media equipment to
gain information about her his heritage and the heritage of
others.

10, Acquire skills necessary to record, interpret, and report oral cus-
toms and traditions.

10.1 Follow oral and written instructions.

ERIC
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Grades 4-6
Major Emphases

The sequential study of folk arts at this
level should continue to build on and
refine the student’s knowledge about folk-
lifte which focuses on their culture, heri-
tage, and traditional art. Since the stu-
dent's ability to work independently is
becoming progressively better at this
time, the choice of activities and resources
should refleet more independent involve-
ment. llence, opportunities should be
available for students to more tully utilize
community resources such as informants,
artifacts, cte. available for an ever-
expanding array of folklife genres. In addi-
tion, students begin to master increas-
ingly more complex fieldwork techniques
and tools. Folklife research books are
introduced at this level.

In contrast to the K-3 vears where
importance is placed on sparking the
interest of students in their own heritage

and culture, the emphasis of folklife at the
4-6 level is on broadening the student’s
horizons about cultures other than their
own. Consequently, the fourth grade
emphasizes folklore from North Carolina
and the southeastern United States. The
fifth grade emphasizes folklore from the
United States, Canada, and Latin Amer-
ica, while the sixth grade’s emphasis is on
European folklore.

At this level, the aesthetic awareness is
heightened with more exposure to folklife
through a wealth of literature. Students
should be encouraged to read about other
cultures’ traditional dances, crafts, lore,
and music.

The ability to sort out, understand, and
convey customs and traditions from one’s
own heritage as well as the heritage of
others is nurtured.
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Grade 4 OQutline: North Carolina Folklife

1.

to

Develop positive attitudes toward her“his culture.

.1 Show independent behavior

.2 Be aware of capabilities and limitations.

3 Respond freely to her/his thoughts, feelings, and ideas about
her‘his heritage.

1
1
1

Develop positive attitudes toward the culture of others.

1 Realize that all persons are unique.

.2 Recognize individual differences in family and community
lore that emphasize individuals' unigqueness.

e
e

Develop a positive attitude toward folk art as 2 human experiencee.

3.1 Understand that an individual's and or group’s lore is a valid
way of communicating,.

3.2 Understand that an individual's and-or group’s lore can be
influenced by the lore of another individual and. or group.

3.3 Understand that cultural, historical, and-or geographical
changes can influence a group's lore.

3.4 Understand that an individual and or group’s folklife is a
reflection of cultural heritage.

3.5 Understand folklife genres in their historical perspective.

3.6 Comprehend the universality of folklife.

Develop a positive attitude toward folk art as an art form.

4.1 Understand folk art as a creative art form.
4.2 Understand folk art as a creative art form with many different
forms and stvles.

1.3 Understand that contemporary art has its foundation in folk
art.

4.4 Understand tolklife as a creative vehicele for cultural
expression.

4.5 Develop confidence in her his own aesthetic judgmentabout
folklite genres.

Sceher himselfasa part of many groups: the tamily, the religious
organization or church, and a wide range of cthnie, regional,
national, and international folklite.

N

1 Appreciate the diversity of community, regional, national,
and international folklite,

2 Demonstrate an appreciation for a variety of cthnice folk
cultures.

3 ldentity the similarities and differences in the transter of
Furopean, African, and Latin American folklife to the peaple
of North Carolina and the entire United States,

N

N
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Identify with and or acknowledge the influenee of a variety of
groups.

6.1 Understand the impact of occupational groups on her/his
heritage.

6.2 Understand the significance of various ethnie groups on her/
his heritage and demonstrate knowledge about the folklife
associated with these ethnie groups.

6.3 Indicate an understanding of folklife genres from targeted
regions of North Carolina.

6.4 Understand the significance of {olklife genres from targeted
regions of North Carolina on her/ hisheritage and. orheritage
of her his commmunity.

Develop a sense of time and chronology with regard to the stability
and change of culture.

7.1 Relate her his roots to community, regional, national,

and or international folklite.

Grow in the eapacity to understand the sequencee of tolk

traditions which is the relationship of things and people in the

past to the present and future.

7.3 Appreciate the influence of ideas and inventions in changing
folklife genres in major regions of North Carolina.

7.4 Understand the influence of major events in history on the
ereation of ethnie folklife in targeted regions of North
Carolina.

~1
to

Acquire abody of knowledge about North Carolina and or United
States folklite.

S.1 Recognize the types of folklife associated with the three major
regions of North Carolina.

S.2 Cite examples of the five major types of folk music found in
North Carolina,

. Scleet and use appropriate materials and media cquipment to

gain information about her his heritage and the heritage of
others,

9.1 Use specialized single volume reference hooks as seeondary
resourees in preparation for ficld research,

Acquire skills necessary to record, interpret, and report oral cus:
toms and traditions.

10.1 Develop evaluative techniques. .
[P
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Grade § Outlines United States, Canadian,
and Latin American Folklife

1. Develop a positive attitude toward her his own culture
1.1 Respond freely to her his thoughts, feelings, and ideas about
her his heritage.
1.2 Show awareness of being unique through recognition of indi-
vidual differences in folk art.

|49

Develop positive attitudes toward the culture of others.

2.1 Deercase in cgocentrie perspective, given folklife examples
appropriate for the student's age.

2.2 Aceept and appreciate the lore of others.

3. Develop a positive attitude toward folk art as a human experienee.

3.1 Understand that an individual's and or group’s lore is a valid
way of communicating.

3.2 Understand that an individual's and or group’s lore can be
influenced by the lore of another individual and or group.

3.3 Understand that cultural, historical, and or geographical
changes can influence a group's lore.

3.4 Understand that an individual and or group’s folklife is a

reflection of cultural heritage.

Understand folklife genres in their historical perspective.

v Comprehend the universality of folklife.

n

3.
3.

—~

4. Develop a positive attitude toward folk art as an art form,
1.
4

Understand folk art as a creative art form.

Understand folk art as a ereative art form with manvy different

forms and styles.

4.3 Understand that contemporary art has its foundation in folk
art.

4.4 Understand folklife as a creative vehicle for cultural
expression,

4.5 Develop confidence in her his own aesthetic judgemoent

about folklife genres.

1
2

5. Sceher himselfas a part of many groups: the family, the religious
organization or church, and 1 wide range of cthnic. regional,
national, and global communitices.

S Appreciate the diversity of community, regional, national,

and international folklife,

Demonstrate an appreciation for a variety of cthnic folk

cultures.

5.3 Appreciate the link between folklite from Canada and Latin
Amierica to the emergence of targered folklife genres in North
Carolina and or the rest of the United Staggs..

EMC Au '.)
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Identify with and or acknowledge the influence of a variety of
groups.

6.1 Understand the impact of ()ccup.ltl()n.ll groups prevalent in
Canada and Latin America on one’s heritage.

6.2 Understand the significance of various ethnic groups on one's
heritage and demonstrate knowledge about the folklife asso-
ciated with these ethnice groups.

6.3 Indicate an understanding of folklife genres from targeted
regions of Canada and Latin America

6.4 Understand the significance of folklife genres from targeted
regions of Canada and Latin America on her “his own heritage
and the heritage of her/his community.

Develop asensce of time and chronology with regard to the stability
and change of culture which is the folk process.

7.1 Relate her his roots to community, regional, national, and
or international folklife.

Grow in the capacity to understand the sequence of folk
traditions, the relationship of things and people in the past to
the present and future,

Appreciate the influence of ideas and inventions in changing,
folklife genres in major regions of Canada and Latin America.
Understand the influence of major events in history on the
creation of ethnic folklife in targeted regions of Canada
and or Latin America.

to

7.

-1
)

~1
B o8

Acquire knowledge about U.S., Canadian, and Latin American

folklife.

8.1 Recognize types or categories of folklife associated with tar-
geted ethnie groups in the U.S., Canada, and Latin America.

Scleet and use appropriate materials and media equipment to

gain information about one's heritage and the heritage of others.

9.1 Use specialized multi volume referencee books as seeondary
sources in preparation for field research.

Acquire skills necessary to record, interpret, and report oral cus.

toms and traditions,

10.1 Develop evaluative techniques.

10.2 Locate sources of needed information on oral customs and

traditions.
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Grade 6 Outline: European Folklife

1. Develop positive attitudes toward her“his own culture.

1.1 Show awareness of being unique through recognition of indi-
vidual difference (in folk art).

1.2 Make choices and be aware of personal preferences in folk
genres.

1.3 Develop confidence in her his choices and folk genre
preferences.

1o

Develop a positive attitude toward the culture of others.

2.1 Appreciate the worth in folklite from cultures increasingly
diffecrent from hershis.

2.2 Offer nonj Jmental explanations as to the differences in
stvle and content of folk traditions that differ from her his.

2.3 Aceept the uniqueness of others' lore and heritage.

3. Develop a positive attitude toward folk art as a human experience.

3.1 Understand that an individual's and or group's lore is a valid
way of communicating.

3.2 Understand that individual's and or group’s lore can be in
fluenced by the lore of another individual and or group.

3.3 Understand that cultural, historical, and or geographical
changes can intfluence a group's lore.

J.4 Understand that an individual and or group's folklife is «
reflection of cultural heritage.

3.5 Understand folklite genres in their historical perspective.

3.6 Comprehend the universality of folklife.

; 1. Develop a positive attitude toward folk art as an art form.

Understand folk art as a creative art form.,

'nderstand folk art as a ereative art form with many different

forms and styles.

+.3 Understand that contemporary art has its foundation in folk
art.

L4 Understand folklife as a ereative vehicele for cultural
CNPression.

4.5 Develop contidence inher hisown aesthetic judgment about

tolklite genres.

4.1
4.2

S0 8¢ oneselt as a part of many groups: the family, the religious
organization or church, and a wide range of cthnic. regional,
national, and global communutics.

5.1 Appreciate the diversity of community, regional, national,
and international folklite.
5.2 Demonstrate an appreciation tor a varicty of cthnie folk

cultures.
Q
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5.3 Appreciate the link between folklife from European, African,
Asian, and Latin American countries to the emergence of
targeted folklife genres in North Carolina and or the rest of
the United States.

Identify with and or acknowledge the influence of a variety of
groups.

6.1 Understand the impact of occupational groups on herhis
heritage.

0.2 Understand the significance of various ethnie groups on her
his heritage and demonstrate knowledge about the folklife
associated with these ethnie groups.

6.3 Understand the significance of folklife genres trom targeted
regions of Europe.

6.4 Understand the significance of folklife genres from targeted
regions in Europe on her his own heritage and or the heri-
tage of her his community.

Develop a sense of time and chronology with regard to the stability
and change of culture which is the folk process.

7.1 Relate her his roots to community, regional, national,
and or international folklife.

Grow in the capacity to understand the sequence of folk
traditions which is the relationship of things and people in the
past to the present and future,

Appreciate the influence of ideas and inventions in changing
folklife genres in major regions of Europe.

Understand the influence of major events in history on the
creation of ethnie folklife in targeted regions of Europe.

o

7.

~)
1
"

~1
b

. Acquire a body of knowledge about North Carolina and or United

States tolklite.

S.1 Be aware of the folklife genres in relation to seleceted
Furopean arts and crafts,

Scleet and use appropriate materials and media equipment to
gain information about her his heritage and the heritage of
others.

9.1 Be aware of print, visual, and auditory resources that can be
used to research Luropean folklife,

9.2 Combine data from more than one source, print and non
print, tor bricf reports,

Aequire skills necessary to record, interpret. and report oral cus

toms and traditions,

FO.1 Develop evaluative skills.

10.2 Distinguish facts and truths from fiction, opinion, or propa
ganda encouraged in varios forms of media.

o %N
’
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Grades 7-8

Major Emphases

The major emphasis of folk arts at this
level should continue to build on and
refine the student's knowledge and skills of
the previous vears. They begin to use folk
arts more diseriminately and productively
in daily living. Growing differences in abil-
ities and interests are characteristice at this
age, and for this reason provision is made
for individual preferenaeces. Students are
encouraged to formulate their own opin-
ions and judgments based on wide expo-
sure to folk arts through fitms, interviews
with active bearers of folk customs, and
reference books.

The benefits of performance, both solo
and ensemble, can be fully utilized at this
level, Although teaching objectives are
essentially process rather than product
oriented, students should be given oppor.

tunities to share their talents with peers in
a performance atmosphere. Thus, authen-
tic or revivalist student performances, as
an end in themselves, are a feature of folk
arts at this stage. Reader's Theatre, based
on folk tales, tairy tales, and ballads, is a
aluable teaching medium.

A carry-over from the previous grade
level is the importance of broadening the
students’ horizons about cultures other
than their own. Consequently, the seventh
grade emphasizes folklife genres from
African and Asian countries: while the
cighth grade emphasizes folklife from
other regions of the United States.

Media equipment should be used to

cnhancee interviewing, note-taking, cdit-
ing, and composing skills.

[ 22V
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Grade 7 Outline: African and Asian Folklife

1.

(9

Develop a positive attitude toward her/his own culture.

1.1 Accept and appreciate work of others.
1.2 Grow in the capacity to act in response to the interests and
welfare of others.

Develop a positive attitude toward folli art as a human experience.

[ 39

.1 Take an individual or personal look at folklife examples from
different cultures.

2.2 Acceept and appreciate the lore of others.

2.3 Work freely with others in the folk process, receiving and
giving information.

Develop a positive attitude toward folk artas a human experience.

3.1 Understand that an individual's and ‘or group's lore is a valid
wiay of communicating.

3.2 Understand that an individual's and-or group’s lore can be
influenced by the lore of another individual and ‘or group.

3.3 Understand that cultural, historical, and or geographical
changes can influence a group's lore.

3.4 Understand that an individual and or group’s folklife is a
reflection of cultural heritage.

3.5 Understand folklife genres in their historical perspective.

3.6 Comprehend the universality of folklife.

Develop a positive attitude toward folk art as an art form.

1.1 Understand folk art as a ¢reative art form.

1.2 Understand folk art as a ereative art form with many different
forms and <tvles.

1.3 Understana that contemporary art has its foundation in folk
art.

1.4 Understand folklife as a ereative vehicle for cultural
expression.

1.5 Develop confidence in her his own aesthetic judgmentabout
folklife genres.

. Sce her himself as a part of many groups: the family, the religious

organization or church, and a wide range of cthnie, regional,
national, and global communities.

5.1 Appreciate the diversity of community, regional, national,

and international folk lite,

Demonstrate an appreciation for a varicty of cthnie folk

cultures.

5.3 ldentify the similarities and differences in the transfer of
African and Asian folklife to the people of North Carolina and
the entire United States.
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[dentity with and ‘or acknowledge the influence of a variety of
groups.

6.1 Be aware of the contributions of occupational groups to the
lore of specified regions in Africa or Asia.

6.2 Understand the significance of the lore of selected ethnic
groups that are prevalent in Africa and Asia.

6.3 Indicate an understanding of folklife from selected regions of
Africa and Asia.

6.4 Understand the significance of folklife from selected regions
of Africa and Asia on her/his own heritage and/or the heritage
of her/his community.

Develop a sense of time and chronology with regard to the stability
and change of culture.

7.1 Relate her “his roots to community, regional, national,
and/or international folklife.

7.2 Grow in the capacity to understand the sequence of folk

traditions—the relationship of things and people in the past

to the present and future.

Appreciate the influence of ideas and inventions in changing

folklife genres in major regions of Africa and Asia.

Understand the influence of major events in history on the

creation of ethnic folklife in targeted regions of Africa and

Asia.

~J
o

~
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. Acequire a body of knowledge about African and Asian folklife.

8.1 Recognize types or categories of folklife associated with
selected ethnie groups in Africa and or Asia.

8.2 Be aware of selected folklife genres in relation to selected
African and or Asian culturcs.

Seleet and use materials and media equipment appropriate to
gain information about one’s heritage and the heritage of others.

9.1 Beknowledgeable of print, visual, and auditory resources that
can be used to research African and or Asian folklife.

9.2 Combine data from more than one souree, print and non-
print, for reports.

Acquire skills necessary to record, interpret, and report oral cus.

toms and traditions.

10.1 Develop evaluative skills.

10.2 Analyze information from a variety of sources, including
active and passive tradition bearers, and form judgments.
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Grade 8 Outline: North Carolina Folklife
1.

Develop positive atiitudes toward her/his own culture.

1.1 Demonstrate growing capacity to describe accurately the
thoughts and feclings of others about their heritage and
culture.

1.2 Grow in the capacity to act in response to the interests and
welfare of others.

1.3 Accept and appreciate the work of others,

Develop a positive attitude toward the culture of others.

2.1 When given age-appropriate folklife examples, offer non-
judgmental explanations as to the differences in style and
content of folk traditions different from hers/his.

2.2 Grow in the capacity to aceept criticism about cgocentric
perspective prevalent in her/his culture,

Develop a positive attitude toward folk art asa human experience.

3.1 Understand that an individual's and ‘or group's lore is a valid
way of communicating.

3.2 Understand that an individual's and. or group’s lore can be
influenced by the lore of another individual and-or group.

3.3 Understand that cultural, historical, and or geographical
changes can influence a group's lore.

3.4 Understand that an individual and or group's folklife is a
reflection of cultural heritage.

3.5 Understand folklife genres in their historical perspective,

3.6 Comprehend the universality of folklite.

Develop a positive attitude toward folk art as an art form.

1.1 Understand folk art as a creative art form.

1.2 Understand folk art as a ereative art form with many difterent

forms and styles. /

1.3 Understand that contemporary art has its foundation in folk
art.

1.4 Understand folklife as a creative vehiele for cultural
expression.,

4.5 Develop contidenecinher his own aesthetie judgment about
folklife genres.

See her himselfasa part of many groups: the family, the religious

organization or church, and a wide range of ethnie, regional, and

global communitices.

5.1 Appreciate the diversity of community, regional, national,

and international folklife.

Demonstrate an appreeiation for a varicty of cthnie folk

cultures.

5.3 Identify the similarities and differences in the transfer of
European. African, Asian, and Latin American folklife to the
peoples of North Carolina and the entire United States.

4 -
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Identify with and or acknowledge the influence of a variety of
groups,

0.1 Undcerstand the impact of occupational groups prevalent in
North Carolina on her his heritage.

0.2 Understand the significance of various ethnice groups prev-
alentin North Carolina on her his heritage and demonstrate
knowledge about the folklife associated with these ethnie
groups.

0.3 Indicate an understanding of folklife from selected regions of
North Carolina.

0.4 Understand the significance of folklife from selected regions
of North Carolina onher his own heritage and or the heritage
of her his community.

Develop asense of time and chronology with regard to the stability

and change of culture.

~I

1 Relate her his roots to community, regional, national,
and or international folklife.

Grow in the capacity to understand the sequence of folk
traditions which is the relationship of things and people in the
past to the present and future.

Appreciate the influence of ideas and inventions in changing
folklife genres in major regions of North Carolina.
Understand the influenee of major events in history on the
creation of ethnie folklife in targeted regions of North
Carolina.

7.2

~1
w
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Acquire a body of knowledge about North Carolina and or United

States tolklite,

8.1 Recognize the types of folklife associated with the three major
regions of North Carolina.

8.2 Recognize types or categories of folklife associated with tar
geted ethnie groups prevalent in North Carolina.

8.3 Be awarce of folklife genres in relation to seleeted regions of
North Carolina.

Scleet and use appropriate materials and media cquipment to

gain information about her his heritage and the heritage of

others.

9.1 Be knowledgeable about print, visual, and auditory resources
that can be used to rescarch North Carolina folklife.

9.2 Combine data from more than one source, print and non
print, for long reports.

Acquire skills necessary to record, interpret, and report oral cus

toms and traditions,

10,1 Distinguish facts and truths from fiction, opinion. or propa.

ganda encountered in various forms of media and informant
data such as active or passive tradition bearcers.
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Grades 9-12
Major Emphases

At the high school level the ereative,
cognitive, and acsthetic emphases of folk
arts are realized both within individual
courses and aeross a broad range of varied
course offerings. The program as a whole
should have, at the minimum, an intro-
ductory course which addresses major
folklife genres common in North Carolina
and which provides ample opportunity for
ficldwork documentation.

Since student interest at this level is
widely divergent, a broad range of course
offerings should allow the individual an
opportunity to specialize in speeitie seg-
ments of the program rather than the
broad speetrum. Course offerings may be
developed through five major folklife cate-
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gories: oral tradition and performance:
material culture or artifacts; custom belief
and ritual; family life; and religious and
sceular festival and drama. The content of
all of these courses should continue the
development of the basie elements and
activities featured throughout the K-8
sequence.

As knowledge of culture and heritage is
acquired in various folk arts and folklife
arcas, the total experienee serves to inte-
grate and develop the student’s personali-
ties. In addition, the study of a broad range
of folk arts literature and the understand-
ing of folk arts in relation to the larger
ficlds of arts, humanitics, and world his-
tory are components of this program.




Grades 9-12 Outlines Introductory Folklife

1. Develop a positive attitude toward her:himself and others.

1.1 Have increased communication with older people in e
community,
1.2 Learn to work cooperatively with others.

to

Grow in self-esteem.

2.1 Demonstrate growth in self-management skills.

2.2 Develop her his problem-solving ability.

3. Acquire a knowledge of and an appreciation for the diversity and

depth of folklife.

3.1 Be knowledgeable of the folklife genres such as oral lore,
traditional arts and crafts, and festivals and eelebrations.

4. Improve study and reference skills.

4.1 Usestudy and reference skills in writing a cultural journalism
article and cataloging materials.

5. Use her his folklife research skills to improve writing ability. ‘

1 Identify the audience and purpose for her his writing.

.2 Sceleet and narrow a topice.

<3 Survey materials for sourees of information on a given folklife

genre.

4 Write short compositions using deseriptive language.

S Use and ¢ite quotations.

.0 Convey a theme in keeping with the purpose of her his

writing.

Develop an outline for approval by the teacher prior to writing

a cultural journalism article.

TN
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0. Use fiecldwork technigues to improve listening and speaking skills.

0.1 Articulate words clearly to achieve intelligible speech, and
speak in a sequence meaningtul to the listener.

6.2 Use speech effectively for different purposes.

6.3 Demonstrate the basie clements of courtesy desirable in
person-to-person conversation and telephone conversation.

6.4 Participate in a discussion group as both a participant and a
leader.

6.5 Decaode oral limguage.

iuy
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Arts Education
Folk Arts

Grade Level: 9-12 Skills/Subject Area: Folk Arts
(Introductory Folklife Course)

COMPETENCY GOAL 1: The learner will develop a positive attitude
toward her/himself and others.

Objectives Measures

1.1 Have increased communi- %.1.1 Perform chores or other
cation with older people in helpful tasks for contact
the community. with older people.

1.1.2 Make social visits to
the contacts after the
interview.

1.1.3 Talk more easily with her/
his older neighbors and

relatives.
‘ 1.2 Learn to work cooperatively 1.2.1 Teach others in the class
with others. at least one craft, dance,

or verbal lore, s/he has
learned during an inter-
view with older people in
the community.

1.2.2 Work as a team toward
agoal.

1.2.3 Care for equipment
properly so it will be
operating when others
need it.

1.2.4 Keep deadlines in order
not to slow down others
who may be depending
upon her/his completion.
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Making Sense

Contemporary Phenomena

Objectives

o Understanding that the advent of high tech-
nology and other modern phenomena does
not kill folklore, but creates new variants on
old folklore themes;

o Recognizing the myriad examples of legend
material available in print and electronic
media today;

e Learning what shape ancient beliefs, such as
belief in supernatural phenom-..a, may take
in today’s world; and

e Understanding how folklore helps Americans
come to grips with such modern problems as
crime, violence, the disintegration of the
family, racial tension, and new values and
lifestyles.

Introduction

The relationship of folklore to today’s modern
world may still seem an anomoly to some readers.
This essay by Inta Carpenter, Associate Director of
Special Projects at the Folklore Institute of Indiana
University, clearly explains the way in which contem-
porary print and electronic media can perpetuate
folklore and folk attitudes. Carpenter offers insightful
comments about the function of modern folklore in
our lives.

Understanding our modern world is an im-
portant issue in educution today. In her essay, Car-
penter uses examples from recent newspapers, maga-
zines, and television and radio broadcasts, and de-
scribes stories and situations familiar to any con-
temporary American. Her goal is to suggest ways
teachers may sort through the modern phenomena
affecting students today and help students — and
teachers thems.ives — better understand contempor-
ary life by recognizing its folkloric aspects.

Making Sense Out of Contemporary Phenomena

Inta Gale Carpenter

Most people in American society would admit
an important connection between folklore and fara-
way societies, but they would think of themselves as
somehow having outgrown folklore. They are civil-
ized, urbanized, and thereby, ‘‘unfolklorized.’” But
they are mistaken. Just as the past was once the pre-
sent and gave rise to folkloric expressions appropriate
to certain life experiences, so people today generate
forms infused with meanings equally appropriate to
our time,

“Folklore comes early and stays late in the lives
of all of us,” wriies folklorist Barre Toelken in his
recent book The Dvnamics of Folklore (Boston:
Houghton Mifflin, 1979). Each stage of human
development brings its special interests, pleasures,
tasks, and points of view — hence folklore arises in
part from our everyday experiences and routines,
Folklore is a universal of every society; it grows out
of controversy and chaos, taking on coarse and
ohscene forms, just as often as it evolves from order
and necessity, taking on utilitarian and philosophical
forms. Through folklore, we explain, joke, compete,
speculate, mourn, negotiate, celebrate, remember,
play, ereate, ridicule, and even curse. The intimate
links between social life, cultural values, and folk-
loric expressions constitute a pers. .sivee argument

for the incorporation of folklore materials into class-
room discussions.

One way to begin to understand the variety of
contemporary phenomena that concern us all is to
scan daily newspapers or such weeklies as Time
magazine, If students begin with a general under-
standing of what folklore is and how it operates,
they will quickly see, by examining items from the
print media, how people immediately comment upon,
structure, and interpret daily events through the folk-
lore process, In many cases, students may be moti-
vated to follow up the usually brief descriptions or
scanty allusions they find by searching out supple-
mental library information, by interviewing com-
munity residents, or by attending more sensitively to
the informal conversations of their own peer groups.
Their involvement will bring home the point that
folklore has a familiar rather than a quaint ring be-
cause all of us are still generators of folklore —
even in our 20th century, technological settings. By
personalizing knowledge, such a discovery makes the
strongest impact on expanding minds.

(8
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Living in a Technological World

An assistant director for curriculum in the Indi-
ana Department of Education once advised me to
avoid entirely the word folklore when communicat-
ing with teachers, because the word connotes the mis-
information and superstition of the uneducated,
which schools have the duty to eradicate, not en-
courage. Such a view relegates folklore to a back-
woods world and misrepresents its nature. In a
technological world, every bit as much as in one more
directly tied to natural phenomena, ample evidence
demonstrates that people try to make sense of the

events in their lives through folklore. What is more,
they do so with attention to aesthetics and creativity,

Contemporary legends and jokes are perhaps the
most accessible evidence of folklore's role in modern
society. The legend as a genre characteristically en-
capsulates our encounters with the unknown —
whether the supernaturally or technologically myster-
ious or the simply unexplainable. These seemingly
realistic stories are said to have happened recently, to
ordinary people, in ordinary, often nearby, locations.
Although not necessarily believed by their tellers,
these accounts nevertheless sound credible. Some
urban legends update ancient motifs, such as the tale
of the boy castrated in the restroom of a suburban
shopping mall, which echoes similar atrocities report-
ed from as early as the second and third centuries
A.D. Toelken cites such legends as examples of a
major theme in folk tradition: ‘‘the international
minority conspiracy,” whose latent message is cultur-
al paranoia about “‘those people™ (hippies, blacks, or
any group other than one's own) who are “out to got
us’’ and who strike in such safe, middle-class settings
as shopping malls or department stores.

Conversely, legends may spring directly from
recent cond'tions. I vividly remember my surprise at
discovering that a story about the killer in the back-
seat — which [ had believed and which had prompted
me alwavs to ck my own car when driving at
night — was in " a traveling legend that first sur-
faced in the late ixties. What is most interesting
about these stories is not whether they are true,
but rather, what an analysis of them — their con-
tents, their protagonists, the situations in which they
are shared — reve-als ahout the character of contempo-
rary society,

shopping malls, cars, fast-food restaurants, and
their countless anonymous producers, suppliers, and
clerks have displaced the extended family circle we
once relied upon for our necessities, We voice our
apprehension about this situation in modern narra-
tives, For example, in the late sixties and early
seventies, a particularly ubiquitous tale reported that
a poisonous snake had bitten a customer at a large
discount store (usually K-Mart), A 1969 reader
service column (often a good source for currently
circulating folklore), in the Buffalo Frening News

@ 'nted the following:
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Q: Why hasn’t your paper printed the story about
the snake that crawled out of some imported goods
at a local store, and bit a lady customer?
C. L., Orchard Park

A: Because it's not true. It’s a no-no. This is one
of those bizarre stories that have been making the
rounds in recent weeks. It’s completely without
foundation. The hospitals where the woman was
supposed to have been taken say it just never hap-
pened.

Such a victim would have needed anti-snake
serum; only the Buffalo Zoo has an ample stock
handy, and it remains intact.

This grew as it was told—like any good story.
It ultimately became a cobra and seven little ones,
which made the passage here in an Qrieatal rug!1

This cautionary tale seems to reflect popular distrust
of the new and impersonal business establishment and
of the foreigners whose goods they market. Yet note
the urgency with which the column presents ‘‘evi-
dence” to counter the distressing possibility that the

tale is true: the hospitals’ denials, the need for anti-

snake serum, the z00's intact supply.

Modern legends surface, proliferate, and give
way to new themes, the succession of which gauges
people’s changing concerns and fantasies. Jan Brun-
vand's The Vanishing Hitchhiker (1981) and The
Choking Doberman (1984) take a fairly comprehen-
sive look at legend themes. These seemingly trivial
narratives — about flies in coke bottles or rats mixed
in with Kentucky Fried Chicken, for instance — are
powerful indicators of public thought and influencers
of public behavior. Not too long ago newspapers
reported that the makers of Bubble-Yum had hired a
public relations firm to quiet consumer alarm over
tales of spider eggs in the new brand of gum. Mc-
Donald’s similarly invested considerable money to
disprove charges of “wormburgers” at the Golden
Arch. It would seem that as we venture forth from
family cottages and kitchens into the world of malls
and fast-food chains, we need to continually test the
“what-if"" factor of new contexts through the seem-
ingly actual — bhut actually hypothetical — situations
contemplated in the urban logends.2

Folklorists increasingly turn to “folk topics™ —
what people do or talk about when they get together
- for clues to new folklore forms and themes. One
constant in many conversations is confusion over
changing mores. As male-female role stercotypes give
way, perhaps some of these narratives covertly criti-
cize the mother who, in pursuit of a professional life,
neglects her household ar? exposes her family to the

"Jan Harold Brunvand, The Vanishing Hitchhiker:
American Urban Legends and their Meanings (N.Y.: Norton,
1981) and The Choking Dobermen (N.Y.: Norton, 1984).
Most of the legend themes referred to can be found in these
two books of texts and commentary,

2Brunvand, Hitchhiker, 191,
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dangers of ‘‘eating out,” or her children to the care
of strangers. Or perhaps n.odern jokes and legends
express anxiety over the more general break-up of
families. Many children in any classroom have di-
vorced parents, and some stories/legends express
children’s emotional doubts about their importance
to their parents.

Folklorist Libby Tucker describes a situation in
which members of a girl scout troop dramatized
legends. In one legend, the father character says to
the babysitter, who has just saved his children from
a murderer, “You did well, even if you're young.
Now we can marry. Divorcing is easy.”® In such brash
statements that divorce is easy, children express their
sense that they are left out of consideration com-
pletely. Newspaper headlines read by children as well
as adults all too frequently report, “‘Viciousness of
child abuse is increasing’’ (Bloomington Herald-
Telephone, 7 September 1984). I remember first
hearing about the dead-baby joke cycle about five
years ago; a friend told me about the off-handed way
in which her eleven-year-old son told her a joke about
abortion. When she expressed her horror, he quipped,
“But grown-ups don’t care ahout bahies any more.”

With this same theme, a reader service column in
the Herald-Telephone addresses the following question
on 8 August 1984:

I recently heard on the 700 Club television
program that aborted babies are being used by
cosmetic companies in their products. One of the
ingredients mentioned was collagen. | have been
very bothered by this and would like Hot Line to
find out if this is true. I have seen many products
that contain collagen and I certainly don't want to
use them if it comes from aborted bahies. H H.
Bloomington

Hot Line answered that according to the director of
the Division of Cosmetics Technology for the FDA,
the information about the use of aborted human
fetuses was generated by certain right-to-life groups.
Although the FDA had not yet substantiated such
stories, investigations were continuing. This legend
has surfaced in one of today's most strident debates
— between the pro-life and pro-choice groups — and
demonstrates, yet again, what a powerful vehicle of
communication — and defamation — folklore can he,
and how quickly it responds to contemporary issues.

Other urbhan legencs describe direct encounters
with technological innovations before which humans
are helpless. On National Public Radio a bank em-
ployee once recounted hilarious tales of customers’
misadventures with money machines, from incredible
financial honanzas to amazingly frustrating complica-
tions. He speculated that the rapid circulation of
these supposed personal experiences contributed to

3l,ibby Tucker, “The Dramatization of Children's
Narratives," Western Folklore, 39:3 (1980). 184.97.
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the initial reluctance to use the machines. New-
fangled contraptions seem always to inspire man’s
ire, awe, or fear. Microwaves touched ¢ ¢ only the
latest of many rich cycles: ‘It seems there was an old
lady who had been given a microwave by her children.
After bathing her dog she put it in the microwave to
dry it off. Naturally, when she opened the door the
dog was cooked from the inside out.”® Earlier
versions of the cycle describe the fate of unlucky pets
who crawled into gas ovens or clothes dryers.

Among computer specialists (or for that matter
within any occupation group), technical jokes and
terminology abound. In the fifties, we assured our-
selves that computers could not compete with human
brain power, at least not in such matters as the hand-
ling of metaphors: ‘“The spirit is willing but the flesh
is weak” was translated by the computer as “The
liquor is good but the meat is terrible.” Our fear of
being replaced by the machine is not easily assuaged,
however, and a more recent joke is ambivalent about
the ultimate outcome (or maybe, as computers have
become ‘'user-friendly,”” we can now joke about our
anxiety): “A super computer is built and all the
world’s knowledge is programmed into it. A gathering
of top scientists punch in the question: ‘Will the com-
puter ever replace man?’ Clickety, click, whir, whir
and the computer lights flash on and off. Finally, a
small printout emerges, saying, ‘That reminds me of a
story.’ »d

Just as technology is the stuff of contemporary
folklore, so teciinology also serves to transmit folk-
lore, with a rapidity unimaginable — and often un-
acceptable — to those tied to the old notion that
equates folklore with illiteracy. Ask anyone today
about xerox lore, and they may not respond to the
unfamiliar term; but show them an example, and it
will be immediately recognizable: from the posters
on office bulletin boards lamenting, ‘“Why must I
work with turkeys, when I could soar with the
eagles?”’ to the obscene visual jokes hidden away in
desk drawers.® To office workers these photocopied
jokes and sayings are as creative and meaningful as
the songs loggers or cowboys in an earlier era sang to
each other.

Technology also spawns new forms, such as folk
art figures carved from left-over scraps of metal in the
factory or graffiti which could only be created with
vibrant colors from the spray paint can and huge
“canvases” of urban buildings. New mediums for

‘Brunvand, Hitchhiker, 62.

5Roth quoted examples are from Alan Dundes, Inter-
preting  Folklore (Bloomington: Indiana University Press,
19801, 17, 19.

6Gee Alan Dundes and Carl R. Pagter, Work Hard and
You Shall Be Rewarded: Urban Folklore from the Paper-
work Empire (Bloomington: Indiana University Press, 1978).
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folklore expression have been created, such as family
photographs that encode stories and record celebra-
tions or home movies that express values and world-
view,

Continued Presence of the Supernatural

Spectral wonders live side by side with tech-
nological ones, for it seems that belief in the rational
powers of the mind eternally vies with belief in the
forces of the supernatural. Historians tell us that in
colonial America people quite routinely trusted
divine providences (‘‘replete with ghosts and appa-
ritions, heavenly signs and pernicious omens"),
through which they believed God communicated with
them.? Today, we tend to relegate those who cling to
such beliefs to the fringes of our society, yet taken
together their numbers are far from insignificant.
Consider the belief in speaking in tongues; recall the
seer brought in to help with the drawn-out search for
the Atlanta murderer; ponder newspaper reports of
violence which victims, or their relatives, credit to
hoodoo, black magic, or even as a countermeasure to
vampires; account for the sightings of the Loch Ness
monster, Big Foot, or UFOs; rationalize the shroud
of Turin; or explain the St. Christopher statues, lucky
rabbits’ feet, or other symbolic magical aohjects
prominently displayed on the dashboard of a car or
suspended from the rearview mirror; or attempt to
dismiss the growing cycle of narvatives about near-
death experiences.

Under the photo of a good-looking man, in one
of the many newspapers I have looked through, was a
particularly grisly and tragic report: “Accused devil
worshipper takes own life.”” The story described a
seventeen-year-old found hanging from a bedsheet in
his isolation cell after he had been accused of gouging
out the eyes and sticking knives in the head of
another teenager. Hoe belonged to a satanic cult, the
*Knights of the Black Circle,” whose dozen chanting
members had witnessed the ritualistic slaying by a
roaring fire in a wooded area™ of an upper-middle
class harbor town in New York State, To explain the
murder with logic rather than attribute it to demonic
forces, the article alluded to the “theft of ten bags of
the drug angel dust,” which the killers believed their
victim had stolen from them and which police be-
lieved the cult members may have been high on
during the killing.

A number of themes connected with the super-
natural are considerably less life-threatening, The
spectre of the benign vanishing hitchhiker, the classic
automobile legend, crops up frequently. Known
world-wide and traced as far back as an 1890 Russian
newspaper account, it has pulled into its orbit current

"Richard M. Dorson, American Folklore {Chicago: Univer-
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events, persons, religious figures, countless
specifics of places, names, photographs, clothing, and
behavior of wandering ghosts. It has been the subject
of popular country-western songs and television
shows, A recent version incorporates the ancient mo-
tif of ihe heavenly messenger traveling on earth in
the guise of a human. A young, handsome, blond,
bearded, and long-haired man (often dressed “‘like a
hippie’ in blue jeans or in a white rohe) appears on
our superhighways, and occasionally even claims to
be Jesus.

Obviously, then, anyone who would argue that
belief in the miraculous is dead in contemporary
society would quickly be proved wrong. The 1
August 1984 USA Today included a headline that
read: * ‘Miracle Infant’ surprises parents, doctors
with life,”” The article quoted the expectant mother;
she had already made funeral plans because she en-
tered the hospital “believing I'd be delivering a dead
child.” Pandemonium broke out when a 7 pound 7
ounce daughter was born alive. “You can tell me
whatever you want abou. the machinery being
defective and getting a false reading,” said the father.
“But I am convinced that she really was gone, and
that it was a miracle that brought her back.” Thus, in
a world full of technological life-saving drugs and
detectors, the unexplainable remains; and in order to
understand and to establish order in seeming chaos,
people turn to pre-technological answers. A not
altogether different principle is at work when cancer
patients give up on conventional medical wisdom and
turn to natural foods or unproved drugs, or arthritis
patients wear copper bracelets to effect a cure.

Even American  corporations, symbolic  of
modernity and efficiency, become entangled in the
webs of supernatural fancy and belief. The trade-
mark for Procter & Gamble is essentially the profile
of an old man’s face in a crescent moon, facing left
toward thirteen stars, all enclosed in a circle, The
company has a historical pedigree to explain the
evolution of this insignia, but many people contend it
is really a Satanic symbol referring to P&G’s support
of a demonic cult, Supposedly, the founder long ago
made a pact with the devil, which guaranteed his
company’s prosperity if the devil's sign were nlaced
on every product,

These rumors seem to have begun in 1980 in
connection with the rise of the Reverend Sun Myung
Moon's Unification church and concern that P&G was
backing the “Moonies™ financially. Later, the fear of
“real  Satanism™  among various fundamentalist
Christians made the trademark stories seem plausible,
and many versions spread via church bulletins and
radio talk shows. P&G eventually sued eight individu-
als, seven of whom were Amway distributors. After
quieting in 1983, the rumor ‘‘rather unexplainably
has surfaced and taken on a new life in 1984, a P&G
spokesman is quoted as saying in the Herald-Tele-
phone’s Hot Line column of 18 August 1984,
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Violence in Everydav Life

Today’s urban dwellers are particularly attuned
to the possibility that random violence may break
forth in the routine of their daily lives, and for them.
“muggers that stalk prove even more terrifying than
ghosts that walk."® Richard Dorson in his chapter on
“Crimelore”™ in Land of the Millrats demonstrates
how muggings, holdups, robberies, rapes, murders,
assaults, break-ins, vandalism, thefts of cars and car
parts prompt cycles of tales. Survivor-victims seek a
catharsis by telling the stories, and their listeners are
provided with a way of absorbing survival techniques,
Grounded in personal experiences, these crime tales
nevertheless bear the hallmarks of folkloric narrative,
They depend upon formulaic character types and
actions (clever robbers as tricksters, assaulters as
ogres, bystanders as valiant heroes, police as simple-
tons) and traditional patterns of storvtelling style
(internal dialogue, repetition, a mood or suspense
building toward a climax). Passed on orally whenever
people gather and talk, these narratives are also found
in newspapers and heard in courtrooms and on radio
and television talk shows,

Their cireulation not only results in an ever-
widening pool of second-hand retellings, but also gives
rise to beliefs and superstitions about how to wurd
off crime (wear your mink coat inside out: walk only
in the middle of the side walk) and to jokes, in which
peoaple struggle to contan the horror by bringing it
to more manageable levels, The siege of killings at
MeDonald's in the summer of 1981 launched a series
of morbid jokes, and the event itself quickly was
labeled the —MceMassacre.” Shortly after the Guyana
mass-suicide of 1978, [ remember standing in an in-
patient erowd on a chilly winter night waiting to be
let into a concert. when someote yelled out, Let
us in cr we'll all drink Kool Aid.” It was an ultimate
threat to the bar owner, vet a humorcus one, and
most of us responded with laughter.

In first-hand  accounts  (called  personal  ex.
perience  narratives by folklonsts), the vicum de-
seribes a partieularly  frightenmg enime encounter.,
Listeners later repeat memorable episodes at second
hand ., and actual events gradually mingle with the em-
browdered and apocryphal to form a cyele of stories,
No one is immume from attack, not even an athletic
white male such as the recently emprated Greek
colonel m the followimg account, who lives it posh
New York apartment butlding:

As part of his personal fithess reyamen, he jogged
around the block every mornimg at seven aom. This
particular morning as he completed his creae and
entered his apartment bulding, a strager followed
him inside, past the doorman. Assuming him to be
an occupant of the building, the colonel held the
clevator door open for him, prossed the button for

SRichard M. Dorson, Land of the Mdlrats Urban Folkion
mn Indwana’s Calumet Regon (Cambndge, Mass.: Harvard U
versity Press, 1981), “Crimelore,” 213-31.

his own floor, and asked the other which floor he
wanted. The stranger whipped out a knife, pressed
the blade against the colonel’s stomach, and
growled, “I'm going to your apartment.” As soon
as they entered the apartment, the stranger de-
manded to know where the colonel kept his ties,
then bound and gagged him. The robber helped
himself to suits and the stereo, warned his victim
not to call the police for thirty minutes, and made
his exit, The colonel freed himself after a few
minutes, calle ! the police right away, and waited
for two hours for them to come, only to hear them
say there was nothing they could do 9
But the robber does not always walk away with his
loot, Woman's World of 20 April 1982 prints a very
popular legend that began to circulate in the early
cighties:
A weird thing happened to a woman at work. She
got home one afternoon and her German shepherd
was in convulsions, so she rushed the dog to the
vet, then raced home to get ready for a date. As
she got back in the door, the phone rang. It was
the vet, telling her that two human fingers had
been lodged in the dog's throat. The police arrived
and they all followed a bloody trail to her bed-
room closet, where a voung burglar huddled--
moaning over his missing thumb and fon-fingvr,m
As personalized crime narratives assume legend-
ary form, two especially vulnerable targets emerge:
women and teenagers. Characteristically, the villains
are males. The themes of the horror legends told by
and about teens are familiar to most of us. The hook
man threatens a couple parked on lover's lane: a coed
dres clawing at the dorm door following the attack of
a hatchet man: a babysitter is harrassed by obscene
phone calls from a man who turns out to be on an up-
stairs extension. In these tales, teenagers test adult
situations - sexual license, staving out late, playing
house - and usually run into trouble, Implicitly.
then, these texts prescribe the correct behavior
necessary to avoid danger and actual violence. In
addition. the families depicted in these texts have
relinquished to outside agencies the responsibilities
they once assumed for themselves. One tale, for
example, reports the sexual crime resulting from a
school sex education program: a boy supposedly goes
home and rapes his little sister in order to practice
what he learned in class that day. n
The telling and retelling of most modern legends
and jokes probably serves to perpetuate and reinforce
community norms better than any moral didacticism
on the part of parents or teachers. Folklore nurtures
the newest of emerging values right along with the
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older ones. Adolescents are particularly good barome-
ters of changing social attitndes. They must sort out
their own values and goals, and as they move out from
home into the larger world, the world's dangers seem
to close in on them. So perhaps with the topic of
changing social values, it is especially fruitful to go to
the source, to discuss with teens themselves their own
major fears and fantasies as expressed in their favorite
“true’ stories and jokes,

People, Places, Events

* ‘Forward, harch!’ for academies” proclaims a
headline in USA Today. Within minutes of their
arrival in Colorado Springs, young men from fifty
states and several foreign countries begin an initiation
ritual into a new group — the Air Force Academy.
They are immediately dubbed doolies (a term based
on the Greek word for slave) and only two out of
three of them will make it to graduation. A large
part of their task in the first weeks and months will
be to crack the code of their new environment, and
much of this code is “‘written’ in thc fanguage of
folklore, particularly of custom and jargon. “Seems
like every time I turn around, someone’s chewing me
out, This morning at breakfast, I got yelled at for
drinking niy milk tco fast, letting my shoulder touch
the back of my chair, putting my fork in the wrong
place and a dozen other things,” the newspaper
reports one student as saying.

Along with the boys at the Academy, we are all
members of groups, and both consciously and un-
consciously we set ourselves apart as ‘‘special,” or
simply different, through language, rituals, costumes,
customs, and eventually narratives about a shared
past full of reminiscences about favorite characters
and times. In other words, people in groups generate
folklore about groups. In executive cafeterias new
employees strive to master the etiquette of “eating
for success,” a code every bit as elaborate and esoteric,
though perhaps less visible, than that which binds
together Shriners or members of Job's Daughters.
Through adherence to clothing conventions, preppies
set themselves apart from punks, country<lub
members distinguish themselves from the Archie
Bunkers in Queens. We all remember the ‘‘secret"
clothing codes of grade school: red on Friday meant a
girl had ‘“‘gone all the way'; pink and green on
Thursday indicated the wearer was “‘queer.”

Recently earrings have become a symbol of
groupness, and in her syndicated newspaper column
(Herald-Telephone, 6 August 198.1) June Reinisch of
the Kinsey Sex Research Institute tries to unscramble
their meaning:

Question: 1 understand that some gay men now

wear a single earring in their right ear as a mark of

recognition, Recently I've seen a fow women wear-
ing one or more earrings-but only in their right
ear. Does this indicate they, too, are gay?

Qo Answer: No, it just means you've seen peopie who
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are following the current fashion fad of wearing ear

decorations asymmetrically. Both men and women

are doing this, and it doesn't signify that the

person is either heterosexual or homosexual.
Ann Landers is not so sure. When she is asked es-
sentially the same question, she replies (Herald-
Telephone, 15 August 1984):

Dear Loo: Single earrings are worn by straights as
well as gays, which answers the question you didn’t
come right out and ask, but I'm sure you were
wondering about. Those single earrings are just a
fad—like a crewcut, a ponytail or a Mohawk.

When a man is straight, whether the earring is
in the left ear or the right ear, it has no special
significance. With gay males, however, | am told
there is a specific meaning. An earring worn in the
left ear signifies the wish to be the dominant party
in a relationship. When the earring is worn in the
right ear the male is making it known he prefers to
play the submissive role. I am told that this code is
said to be understood by homosexuals all over the
world.

Stories as well as customs and costumes reveal
the nature of a group. A 30 July 1984 Herald-Tele-
phone article profiles Jerome Wood, a 47-year-old
carnival barker who likes to tell about his occu-
pational group:

“Hey you can use your own judgment whether
they're true or not.” He just tells them how he’s
heard them, with no guarantees,

Used to be that nobody could win at the carni-
val unless you wanted him to. “We used to pay
people to carry teddy bears and things on the mid-
way,"” Wood said. That way, people didn't get too
discouraged—and girlfriends would continue to
press boyfriends to win one, too. Hardly anyone
did.

Just about anything can unite people, either for
lifetimes (family reunions are a tracitional celebration
of the plood relationship bonding this group) or in
more transitory and anonymous ways. For example,
the cpening of White Castle in Bloomington in the
summer of 1984 causced quite a flurry as like-minded
afficionados of the tiny burger jammed the parking
lot and waited in lines fifteen cars deep at the drive-
in window. Two uniformed guards had been hired by
the firm to “‘direct traffic” (and to add to the mys-
tique): “White Castle—the caviar of Middle America—
has become as much a happening as a meal,” reported
the local paper (Herald-Telephone, 8 July 1984).

People also use language to set themselves
apart and to encode values. Regional speech variations
are the most obvious example, but still finer dis-
tinctions include the “rappin’ ™ now so popular from
the black ghettos, or the snobbish euphemisms of the
wealthy that describe a room loaded with expensive
stuff as “tastefully appointed,” or old and rich
women as ‘“elegant’ (Herald-Telephone, 26 July
1984). In Hollywood, reportedly language — like the
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right car or the right address — is used to impart
status and savvy; a Newsweek (25 June 1984) article
on “The Talk of Tinseltown” includes a glossary of
movie business terms — high concept, heat, wide
break, turnaround, the back end — which are used
according to strict rules. Mass communication dissem-
inates speech innovations so rapidly today that
almost as quickly as they are created, they are pre-
empted or parodied by the mainstream, and fade
from use among their originators.

Intimately connected with values, language
reflects the continuing double standard in American
society. Compare, for example, the connotations (and
stereotypes) evoked by “*bachelor” versus **old maid."
The word bachelor in no way implies an absence of
sexual activity whereas old maid does. Similarly,
think about ‘“‘dirty old man’" versus *“little old lady,"
and the implication that even an aged male is expect-
ed to continue at least to attempt sexual adventures
whereas comparably aged females are left sexless.!?
By becoming aware of biases hidden in our language,
we become self-conscious about our social attitudes.

A story about the “running of the bulls” in
Pomplona, Spain, suggests several fruitful avenues to
explore in the classroom. Under the picture of a
group of men and bulls is this caption: “Angry bulls
chase daredevil runners along a 900-yard route to
the bull ring Sunday, second day of the annual San
Fermin festival. . . . The event was popularized in
Ernest Hemingway's novel The Sun Also Rises;
actress Margaux Hemingway was there filming a
documentary on he: grandfather.” Ritual, obviously,
is not a long-lost paganistic custom, as some might
think. Rather, rituals continue to fulfill deep psycho-
logical and social functions. They also point to
cultural differences. Americans, for example, do not
“run” bulls, but “throw"” them in rodeos. Why the
difference? The “daredevils”™ in Spain find counter-
parts in the activities of American teens who dare one
another in the game “chicken.”

The bull-running ritual is part of the San Fermin
festival, A resurgence of festivals has occurred in the
United States in the last decade. In North Carolina,
a “hog-hollerin® ** contest proclaims regional identity,
as do these examples: in Texas a “Watermelon
Thump," in northern Indiana a festival of Auburns,
Cords, and Duesenbergs. These events are all express-
ions of self, whether in the form of the boosterism of
small towns or the ethnic pride of a group of people.

State, regional, national, and international
individuals and families catch our eye, OQur interest
in Princess Di generates both awe-struck admiration
and imitation (the haircuts, the clothes, the christen-
ing of babies) and our irreverent jests. Michael Jack-
son's phenomenal rise to stardom is a good example
of the process of hero formation and subsequent
defamation. At first, grade schoolers, particularly the

2hundes, Interpreting Folklore 16075,
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girls, exchanged a varied repertoire of rumors about
Jackson's sexual preference or about the reasons for
his single white glove; they tacked up his posters and
accumulated all the paraphernalia. But as the glitter
faded, the jokes and parodies began: Jackson wore
the single glove because he couldn’t afford the other
one; Brooke Shields stopped seeing Michael because
he didn’t **Thrilier” anymore.

This folkloric attention is by nature ephemeral,
because it speaks to and expresses moods and atti-
tudes of the moment. Our attachment to Jack Kenne-
dy and our reluctance to face his loss were quickly
symbolized in the rumors shortly after his assassin-
ation that he had not died, but had been wounded,
was paralyzed, and was living on some remote island.
A reverse rumor circulated about Paul McCartrcy:
the photo on the albuin cover of Abbey Road and the
lyrics of one cut when played backwards provided the
proof that McCartney was dead.

But local heroes (and antiherces) grah our
attention as forcefully as those seen on ‘“Entertain-
ment Tonight.” In recent months, lottery winners
have become the unwitting heroes of our accounts
about the strategies that led to their sudden ac-
guisition of wealth. Whether heard second hand or
reported in rewspapers, these stories of winning as-
sume a structured form: *“Mrs. Yates said her husband
Charley, 33, gave her the final $40 he nad to his
name last week and told her to play the lottery.”
But sometimes we find ourselves admiring anti-
heroes. For instance, in the 1970s, an eccentric
hermit living under a bridge in the Calumet Region of
Indiana was accepted, even semi-adopted, by the
community. He was as dirty and seemingly shiftless
as the “hippies" the residents denounced, but he was
allowed to *‘loaf” in a society that values work. The
local fast-food restaurant fed him virtually for free,
and neighbors related elaborate and varying stories,
mostly of the tragic loss of a sweetheart, to justify
his actions.

Why do we grope for explanations for the
hermit when we do not proffer equal charity toward
“welfzre cheats,” “‘winos,” or hippies? The Indi-
anapolis Star, 1.4 May 1978, gives a sampling of the
“comforting, sometimes fictional captions” people
use to explain the disturbing presence of New York
City's bag ladies: “There are crossed wires under
their matted hair. They are there by choice. They are
gripped by paranoia that compels them to flee human
warmth. They are really eccentric matrons who live
on Sutton Place or Beacon Hill, donning rags daily
to sally into the streets, a bizarre alternative to bridge
club.™

But lest we assume that only big cities contain
such “‘freaks.” an article in the Herald-Telephone,
31 July 1981, reminds us that rural settings are
equally hospitable: “When Fleta and Kermit [ name
withheld] were delivered to the custody of the Indi-
ana Department of Correction to begin twoyear
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prison terms on Friday, they left an estimated 10-30
dogs behind, locked in their home north of Spencer.”
A picture of the home dominates the front page,
showing a shack built from assorted materials and
“repaired” with rags and cardboard packaging with
shadowy forms of dogs peering through the windows.
and a yard littered with a broken washing machine,
scattered pots and pans, and unidentifiable debris.
According to the news reports, it was a place of
“substandard sanitary conditions, where animal
and human waste were common in all rooms of the
house.”” Narratives, undoubtedly, circulated among
neighbors and city officials dealing with the situation.
The story reminded me of reports some ten years ago
of the equally squalid living conditions of the Bouvier
sisters, relatives of Jacqueline Kennedy Onassis. These
two women were said to be eating from tin cans, and
never washed dishes, or apparently themselves, while
the  family mansion deteriorated around them.

These many examples serve to suggest how all of
Us —- in any age group or economic bracket — tra-
ditionalize our experiences and how we shape our
most deeply felt values into appropriate forms.
Granted, folklore is just one of many avenues open to
us in our attempt to make sense of human life. to
find its beauty, and to seek entertainment from it. We
all turn to libraries, concert halls, museums, and
churches as well, But perhaps most characteristically
we turn to each other, to share with our friends and
relations — and occasionally with sympathetic strang-
ers -~ what gives us joy or causes as pain, what makes
us laugh or confronts us with mystery and fear. Life
is the stuff of folklore, but we are its shapers, as we

turn experiences and needs into appropriate and
aesthetic folklore forms.

If this essay has raised rather than answered
questions, it is because part of what we do through
folklore is pose questions for which there are neither
right, nor wrong, nor easy answers. And we often
raise such issues in symbolic and therefore obliyue
ways that are difficult to decode. Simultaneously,
folklore adds satisfaction and beauty to our lives,
through folk forms of art, dance, music, and play
that people have created over generations of living
together or which we improvise during th. many
moments of our social interaction with each other,

What makes folklore indispensable in the class-
room is our intimate first-hand knowledge of it, and
through it, of ourselves and others. It is a knowledge
too often overlooked and therefore not used in
formal educational settings. Teachers who help stu-
dents become self-conscious about how everyone
uses folklore, and why, will help them move naturally
toward a better grasp of such large and abstract
concepts as cultural continuity and diversity, human
relations, race and ethnic groups, sexual mores,
cultural values and aesthetics. Folklore is a classroom
tool that effectively connects the world in textbooks
to the everyday world of the student and which
demonstrates that reflection, analysis, and creativity
are innate characteristics of human beings, which the
school refines and enlarges rather than engenders,
Teachers who turn to folklore will have at their
disposal a tool that fosters the kind of rapport
fundamental to lasting instruction.
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Folklore in Modern Media

Age: junior high and high school
Objectives:

e promoting awareness of folklore in mass media
e using popular media (television, radio, magazines, etc.) as educa-
tional tools

e expanding awareness of the perpetuation of folk attitudes and
forms in modern life

Instructions:

As the preceding essay suggests, the print media is a rich source
for evidence of how folklore reports and interprets contemporary
phenomena. Students might attempt to broaden this perspective by
comparing and contrasting a variety of medi= r.d by working in
groups of three or four to do collecting and analysis, They could
focus on the plethora of topics that surface or teachers could assign
specific subjects to explore. Likely possibilities include these different
media:

e oral channels

e newspapers and magazines

e cartoons (New Yorker, Doonesbury, newspapers, popular maga-
zines)

e television shows and commercials

e radio talk shows, such as ‘‘Sunday Night Live,” a call-in program
in Indianapolis that is very rich in folk topics and folk interaction.

A “scrapbook’ of items collected could be made individually,
or collectively. Actual stories from newspapers or magazines, and
cartoons clipped from these sources (or xeroxed copies) could be
included, as well as brief synopses or excerpts from television and
radio programs. Advanced technology available to some students
and/or schools may permit audio or video copies of electronic media
as well.

The student groups should then compare and contrast what
they find in terms of content, style, intended audience, offective-
ness and scope of communication,




Modern Occupational Folklore

Age: junior high and high school

Objectives:

e incrensing communication between students and their parents and

paren's’ colleagues

e helping with career choices through better understanding of

modern occupations

e understanding the types of fclklore perpetuated through work

settings

Instructions:

Students might begin with themselves, and their own families,

to collect occupational folklore.

e First of all, they might want to write down (or better yet tell
each other) what they know of the jokes, personal experience
narratives, celebrations, rituals, pranks, xerox lore, ‘‘characters,”
or jargon connected with their parents’ jobs. This presentation

could be recorded.

e Secondly, they could interview their parents to expand and clarify

their information,

e Next, they could interview their parents’ co-workers and, if possi-
ble, visit the work place and make observations.

(Questions of parents and co-workers could include:

If the workplace can be visited, students should note the following:
What type of cartoons/signs/xerox lore are tacked up on walls

How does someone learn this job?

What do experienced workers do to newcomers to make

them become ‘‘part of the gang”?
What jokes do the workers share?

Are there special ways of celebrating holidays, birthdays, or

other occasions on the job?

What are the relationships between the “boss’ and the workers?
How has the job changed over the years?

and bulletin boards;

Where workers congregate on breaks, and who ‘“‘hangs out™

witn whom during breaks;

Physical arrangements of offices, desks, and other workspace;
Objects on desks, windowsills, or bookshelves that personalize

the werkspace,
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Students and teachers should be aware that some information
collected may be sensitive or controversial, such as the “white collar

crime’’ of bringing home office supplies; dirty jokes told in the work-

place; or slurs on the character of bosses or co-workers. Students
should be encouraged to collect this information when it is relevant,
but warned to treat any delicate information professionally, i.e., by
using pseudonymns to aveid incrimination and hurt feelings.

After the collection and analysis are completed for individual
occupations, students could compare their findings and talk about
the values reflected in the folklore of specific occupations, the self-
images conveyed, and the ‘‘chi vacteristics” of the different jobs.
They will have gained an insider’s view in the process.




Folklore of the Modern Teenager

Age: 13 and older, although a simplified version could be adapted for
younger children

Objectives:

® becoming aware of one's own peer group folklore

o examining modern themes in teenage folklore

o exploring modes of interaction, social and aesthetic values, and
topics that cause students anxiety

Instructions:

Teenagers could be asked to construct a repertoire of their own
currently circulating folklore. What jokes, legends, and stories are
they telling each other; what graffiti adorns the bathroom walls;
what songs or parodies do they sing at parties; what are their super-
stitions, customs, rituals, games; what is the most current jargon?

Students may collect this information from themselves, from
each other, or from students in other grades or schools. Students
should be encouraged to collect the information in natural settings:
on the school bus, in the lunchroom, at athletic meets, in the locker
room, at the local ‘‘burger joint,” etc.

The teacher may wish to devise a list of *‘fol’-lore to look for™
before collection begins. (Students may be involved in the formula-
tion of this list in an in-class ‘“‘brainstorming’’ session.)

When collection is complete, this repertoire can be analyzed in
terms of frequency of certain forms, their duration, the style and
form they take, how they are transmitted, their meaning, the sym-

bolism they use, their function and situation of use, their intended
audience.




X
. Understanding Modern Anxieties 0
through Folklore

Age: may be adapted to many age groups, but best suited for junior
or senior high

Objectives:

@ learning to deal with the anxieties of modern life creatively
e examining all angles of issues that frighten or concern young
people today

Instructions:

Students should be asked to pick an area that causes the n
particular anxiety — such as illness, criminal attack, old age, rape,
death, or nuclear attack. They should then be encouraged to gather
folkloric materials in appropriate institutional settings — hospitals,
police stations, retirement centers, women's shelters, hospices and
funeral homes.

If it is not possible to visit institutions, or if students have
anxieties not connected to an institutional setting, they should be
encouraged to combine interviews with other concerned individuals
{students, parents, relatives, etc.), with library research on the
topic, and folklore perpetuated about the topic in print and electron-

. ic media (cf., exercise in this section, Folklore in Modern Media).

After collecting data, students should write a report and/or give
an oral report on how the folklore about the topic helped them come
to terms with their anxiety.

This exercise may be simplified and shortened for use in classes
of younger students. For instance, the teacher can devote one class
session to a discussion of ““‘the things we have heard’ about such
topics as muggings or nuclear melt-downs, explain which have basis
in truth, and how all of them express attitudes and beliefs about
modern problems.
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Introduction to Arkansas Folklore:
A Teacher-Student Guide

Stephen P. Poyser
and
Tina Bucuvalas

lopyright 1986

Introduction to Arkansas Folklore: A Teucher-Student Guide is an
cighteen week, semester-length elective course. However, the units
that comprisc the course are structured in such a way that they also can
be used individual v as a part of other classes. For example, the Folk
Arts and Crafts section could be applied to an art course, or the Folk
Groups unit might be appropriate for a social studies elass. The outline
of the course is as follows:

A. Introduction to folklore coneepts and methodology—
six weeks total

1. Theory and basic concepts one week
2. Fieldwork one week
3. Presentation of research one week
4. Folk groups three wecks
B. Genres—ten weeks total
1. Belief and custom one week
2. Celebrations: festivals, holidays, rites of passage one week
3. Oral genres tWO WEeekKs
4. Personal experience narrative and oral history one week
5. Folk arts and crafts one week
6. Foodways one wecek
7. Architecture one week
S. Music, song and dance one week
9. Folklore in the modern world one week
(.. Presentation of Class Research two weeks

Brief introductions, bibliographics and teaching strategies are sup-
plicd for all but the last unit. At that point, the teacher should decide
the best way for the class to present the results of their research to the
school or community. The course also provides a vocabulary, list of
media sources, sample informant data sheet and tape log.

Most of the written and audio-visual materials enumerated in the
bibliographics are available through the University of Arkansas li-
braries, the Arkansas Endowment for the Humanities Resourcee
Center, or the Arkansas Department of Education. If instructors can-
not locate particular materials, the Folk Arts staff at the Arkansas Arts
Council will be able to locate or lend them.

The Arkansas folklore course is designed to fulfill a variety of objec-
tives. Some of these are directly related to mastering the concepts and
skills needed for the study of folk culture, while others contribute to the
development of general skills or knowledge.
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Folkloristic objectives include the development of students”:

1. Comprehension of basic coneepts such as folk, folklore, folklife, folk
art and tolkloristics:

2. Awareness of the many folklore genres, especially local genres:

3. Knowledge of folklore theory and methodology:

4. Ficldwork skills such as listening, interviewing, tape-recording and
photo documentation, interpersonal relations:

3. Ability to identify folk groups, especially local groups:

_~

. Ability to distinguish between elite, popular and folk culture:

7. Comprehension of oral, mimetic and other transmission processes
of folk culture:

8. Knowledge of folklore as a dynamic process that reflects group
values and acestheties:

9. Appreciation of the expressive folk culture of other groups and thus
the creation of better relations between students with different
cultural backgrounds.

General objectives include the development of students':

1. Sense of identity in relationship to family, community, cultural
group, area, state and nation:

2. Relationships with family and ncighbors through greater awareness
of their role in transmitting cultural knowledge:

3. Knowledge of local history, geography, immigration patterns,
occupational groups, land use, and social organization:

4. Listening, reading and writing skills:

3. Rescareh and communication skills,

Discussion Questions

1. Discuss the difference(s) between personal experience narratives
and oral history,

2. Discuss how one would go about setting up an oral history interview.,
What types of questions would one ask (¢.g., dircet, open-ended,
cte.)”

3. Discuss the value of a knowledge of the written history of a subject

before conducting an oral history interview. Can written history
corroborate ‘refute an informant’s account? If so, how™

4. Discuss how traditional values and sentiments are reflected in

x personal experience narratives and traditional folk histories.
Q
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Folk Arts and Crafts

Like the root word from which it is derived, “folk art™ is another term
that is frequently misapplied and misunderstood. Art historians and
folklorists often disagree as to what constitutes folk art. When dealing
with folk art, art historians generally tend to focus on examples in the
visual arts, specifically on the objects themselves, divoreing them from
the context in which they are ereated and used. They often categorize
the works as “idiosyneratic” —unique to individuals whose particular
stvle is, by clitist standards, “naive, primitive or untutored.” Because
art historians view the object in isolation, anvone whose work repre-
sents a technically inferior style may be a folk artist, regardless of
whether they are untrained “Sunday painters” or professional artists
who imitate this “folk style.”

Folklorists, on the other hand, interpret folk art as a form of expres-
sive culture. The art is a product of the artist's interaction with his or
her own traditional environment. Folk artists draw upon their own
cultural experiences to produce works that reflec: »nd reinforee the
aestheties and cultural values of the group or community (the
audience): and in this sense their works are seen as being collective (of
the group) rather than individually unique. Beeause folk art reflects the
aestheties of the group of which the artistisa member, it often takes on
a symbolic meaning that helps preserve the tradition. Therefore, in
folk art the artist emphasizes continuity of tradition through repetition
of form over individual ereativity. We do not wish to imply that there is
no creative input from the artist, however. There is, but the degree of
creativity is limited by parameters imposed by the artist's audience. If
the artist violates these parameters by producing a work that no longer
conforms to the audience's expectations, his or her work is no longer
considered traditional.

In the strictest sense the difference between folk art and craft lies
primarily in the intent of the creator (i.e., why it was produced) and
how it is used by his or her audience. An artifactis considered art rather
than craft if the aesthetic component predominates. In traditional
craft, however, the artifact’s primary purpose is utilitarian and its
aesthetic component is of secondary consideration.

To fully understand an artifact’s finction, be itart or eraft, one must
examine notonly the object itselfbut the contextin which itis ereated
and used. For example, split oak basketry is still a viable craft tradition
in Arkansas., and there are a number of artisans in the Ozark region of
the state producing “askets in a traditional manner. Yet the vast
majority of baskets produced for consumers today do not serve the
same function they onee did. Most are used for decorative purposes
within the home, and in this context a once traditional craft has
becone an art form, its function determin. ! not by the artisan but by
the audience. In this light, a craft item such as a quilt may take on the
role of an artobject if it is used primarily for decorative purposes rather

T
1ol




Q

ERIC

Aruitoxt provided by Eic:

than for its original function—that of providing warmth. Traditional
quilters in Arkansas make this same distinction by referring to “fancy
quilts” (art objects) and “quilting for cover” (functional, craft items),

The term “folk art” includes numerous traditional activities that are
a part of Arkansas’ cultural heritage: spinning and weaving, basket-
making, quilting, tatting, woodcarving, music, song and dance. How-
ever, there are other forms of traditional artistic expression that often
arc not associated with the term, The study of traditions associated
with foods, referred to as “foodways” by folklorists, is one such exam-
ple. In our society, we measure the success of 4 meal not only by how it
tastes, but in the way in which it is prepared and presented to us.
Landscaping is a form of traditional artistic expression, as are painted
tires filled with flowers or terra-cotta figures in the front vard, plastic
Clorox bottles hanging in trees, welded chain mailboxes, carved birds
whose wings turn in the breeze, and scarecrows—although some might
argue the latter are more functional than aesthetic.

Sadly, most of the books one finds on folk art focuses on the objects
themselves, providing little if any information on the eontext in which
they were cereated and used. Most of these publications fall into the
“coffee table™ and musceum catalog varicties, providing full-color illus-
trations of the artifaets and noting composition, size and in which
collection they may be found. Unfortunately, such works are of little
alue in increasing one's knowledge of folk art as a form of expressive
culture.

Most ot the works included in our bibliography examine folk art from
a cultural perspective, Henry Glassie's “Folk Arts™ and Warren E.
Roberts' “Folk Craft,” both chapters in Dorson’s Folklore and Folklife:
An Introduction, provide excellent historical background informa-
tion. Roberts' pragmatic approach will be of more interest to students
than will Glassie's philosophical bent. James Dectz's In Small Things
Forgotten (available in paperback) comes highly recommended as
one of the foremost studies of artifacts and their role in carly American
life, and it should be required reading for instructors and students
alike.

A numberofbooks and articles in the bibliography focus on speceific
crafts activities, discussing aot only the mechanies of the craft
processes but their “social context™ as well. Michael Owen Jones” The
Handmade Object and lts Maker is a detailed treatment of an
Appalachian chairmaker from a behaviorialistic perspective: and
Frank Reuter’s “John Arnold's Link Chains: A Study in Folk and
Vernacular Art.” in MeNcil's The Charm is Broken, provides keen
insight into the artist’s concept of aesthetics.

Traditional Craftsmanship in America, edited by Maryvland State
Folklorist Charles Camp, provides an overview of various craft tradi-
tions in America. Profusely illustrated, it contains “case studies™ from
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several states and an excellent bibliography. Simon J. Bronner's
Bibliography of Folk and Vernacular Art, listed in the section under
“Bibliographies and Indices.” is also an execllent source for works
pertaining to folk arts and crafts.

Folk Arts and Crafts Bibliography

Briggs, Charles L. The Woodcarvers of Cordovu, New Mexico: Social
Dimensions of an Artistic Revival. Knoxville, TN: University of
Tennessee Press, 1980.

Camp. Charles, ed. Traditional Craftsmanship in America: A
Diagnostic Report. Washington, D.C.: National Council for the
Traditional Arts, 1983.

Davis, Gerald. “Afro-American Coil Basketry in Charleston County,
South Carolina: Affective Characteristics of an Artistic Craft in a
Social Context,” in American Folklife, ed. by Don Yoder. Austin,
TX: University of Texas Press, 1976, pp. 151-184.

Deetz, James. In Small Things Forgotten: The Archacology of Early
American Life. Garden City, NJ: Anchor Press/Doubleday, 1977.

Farb, Joanne. * ‘Piccin’ and Quiltin: Two Quilters in Southwest
Arkansas,” Southern Foiklore Quarterly 327 (1975): 363-375.

Glassie, Henry. "Folk Arts,” in Folklore and Folklife: An Introduction,
ed. by Richard M. Dorson. Chicago, IL: University of Chicago
Press, 1972, pp. 253-280.

Jenkins, J. Geraint. Traditional Country Craftsmen. London:
Routledge and Kegan Paul, 1965,

Jones, Michael Owen. The Handmade Object and Its Maker.
Berkeley, CA: University of California Press, 1975.

Ludwig, Alan. Graven nages: New England Stonecarving and Its
Svmbols, 1650-1815. Middletown, CT: Wesleyan University Press,
1966,

Reuter, Frank. * ohn Arnold's Link Chains: A Study in Folk Art,” in The
Charm is Broken: Readings in Arkansas and Missouri Folklore,
ed. by W. K. MeNeil. Little Rock, AR: August House, 1984, pp.
187-201.

Roberts, Warren E. “Folk Craft,” in Folklore and Folklife: An Introduc-
tion, ed. by Richard M. Dorson. Chicago, IL: University of Chicago
Press, 1972, pp. 233252,

Sceger, Charles. “The Appalachian Dulcimer.” Journal of American
Folklore 71:279 (January-March, 19588): 40.51.
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Vian Wagenen, Jared. The Golden Age of Homespun, New Yo Hill
and Wiang, 1963,

Viach, John M. Charleston Blacksmith: The Work o) Maitip
Simmons. Athens, GA: University of Georgia Press, 1981,

Films and Videos *

“Basket Builders™

“Chairmaker”

“Made in Mississippi: Black Follk Arts and Crafts”
“Flowerdew Windmill™

“Navajo”

“Subsistence—Our Wav of Lite is Dyving”

“Maria of the Pucblos”

“The Quilters™

“Learned it in Back Davs and Kept 1t”
“Native American Indians”

“Arkansas Autumn”™ (exhibit)

Folk Arts and Crafts Teaching Strategies
Rescarch Projects

Objectives: Develop an awareness of various torms of folk arts and
crafts:develop nrappreciation for artand eraft processes as an expres
sion of culture,

. Develop ane exhibit of viarious tools and materials used in i tradi
tional eraft process. Explain how cacly is used within its respective
CONtUNt.

2. Rescarch the developinent of the Industrial Revolution in this coun
try and comment upon its effects on traditional erafts and crafts
Processes.

3. Display an artifact (¢.g.. a quilt, tool, cornhusk doll, cte). Explain
how the artitact wax produced and the context in which it is was
used (iLe.Lits funetion).

4. Examince old photographs which depict secenes ot homelite. Note the
artitacts that appear in the photos and speculate as to their signifi
cined to the people who used them,

5. Locate a traditional tolk artist or crftsperson in vour arca, sk
him her to visic the elassroom to demonstrate and or discuss their
traditional art music erait torm. Follow with class discussion of the
relationship to local history, culture, environment.

17
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Essay Questions

"1. Are traditional arts and crafts disappearing” Why or why not”

2. Explain how the study of artifacts is useful in reconstructing the
past.

3. Is there a difference berween folk art and folk craft” Explain.

4. What are some reasons that people continue to practice tolk
arts crafts music”

3. How do folk arts and cratts differ from fine (clite) art and ceraft®

Discussion Questions
1. Discuss the reasons for change in a traditional eraft process.

2. Discuss whether the community has a role in influencing the style of
a traditional craftsperson’s work. If so, explain the role.

3. Discuss the differences, if any, between traditional folk artists,
craftspeople and musicians and folk revivalists (those who imitate a
traditionai stvle, but who did not learn in a traditional manncr).

1. Discuss the role of traditional craftsmanship in contemporary
American society.

5. Discuss whether clite, popular and folk art stvles influencee one
another. It so, explain how.

Celebrations: Festivals, Holidays and Rites of Passage

Festivals, holidavs and rites of passage are complex, periodice
phenomena that eelebrate significant times or events through pat.
terned actions. Celebrations have many possible functions, including
the distribudion of wealth, demonstration of political or religious alle:
gianee, commemoration of a person or his her serviees to the ¢nom
munity: but perhaps mos: central is their function as occasions during
which people experienee positive affect and social cohesion through
the suspension of normal routine, symbolic behavior indicative of
group identity, and participation in activitics that ereate a sense of
physical well-being. Some examples of actwvities that induce these
states are feasts, drinking, music and dance.

Festivals have arisen in many different ways, Some grow out of group
expericnees, such as harvest festivals or block parties. Others are
sponsored by non-traditional organizations, such as Chamber of
Commeree pienies orarts and erafts fairs, but may include ciements of
traditional, folk culture, Festivals also may be held by limited groups
such as churches (church socials), oceupational groups (company
picnies or patron saints' days), or schools (Homecomings) They may
he based on one type of activity (bluegrass music), or may include
many different, interrelated activities (Mardi Gras, county fairs).

185
165




Q

ERIC

Aruitoxt provided by Eic:

Festival presentations will vary depending upon whether the audience
is composed of insiders or outsiders, or what performers pereeive to be
audience expectations,

Holidays cover both secular and religious observances, Although
American secular holidays, such as New Year's Dav, Halloween, and
Valentine's Day have been celebrated for centuries by folk groups,
others such as Independence Day, Memorial Day and Labor Day were
more recently instituted by the government to commemorate political
occasions. Despite their elite origin, these holidays have become asso-
ciated with foodways, games, and other activities that can be regarded
as folk cultural components. Today, for example, most families cele-
brate July 4th with fireworks, special types of holiday foods, and some
kind of group get-together. The original political function of the holi-
day has become of secondary importance. Religious holidays such as
Christmas, Easter and Hanukkah usually include both formal religious
observances or services as well as informal family rituals and foodways.

Rites of passage mark significant transitional points in a person's life.
Birthdays, puberty celebrations (Bar Mitzvah, Quinceanos), mar-
riages, and funerals all mark the individual's movement into a different
stutus. Most of these events are celebrated by the family or a close
social group, and all involve variations on traditional patterns of ritual,
foodways, belief and custom, verbal expressions, and music and or
dance.

Smith's “Festivals and Celebrations™ is one of the most complete
appraisals of this genre to date. Bek's “Survivals of Old Marriage
Customs Among the Low Germans of Western Missouri,” Owen's
“Social Customs and Usages in Missouri During the Last Century,” and
Thomas® “La Guillonee: A Frencl Holiday Custonrn in the Mississippi
Valley,” all provide Arkansas students with insights into traditional
celebrations that oceurred close to home. The study by Pirkova-
Jakobson on change in harvest festivals among the American dese:nd-
ants of Czechs and Slovaks might be applicable to the evolution of such
celebrations among East Europeans in the cast central area of Arkan-
sas. Randolph’s bookis a good source for information on Ozark observ
ances. Glassic's All Silver and No Brass is a beautitully written and
concceived exegesis of mumming traditions in lreland. Gutowski
comments upon the basie structural principles underlving American
festival behavior in his article.

Celebrations: Festivals, Holidays, Rites of Passage Bibliography

Bek, William G, Survivals of Old Marriage Customs Among the Low
Germans of West Missouri,™ in The Charm is Broken: Readings
in Arkcnsas and Missouri Folklore, ed. by W, K. MeNveil. Little
Rock, AR: August House, 1984, pp. 1589.108,
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Glassic, Henry. All Silver and No Brass: An Irish Christmas
Mumming. Bloomington, IN: Indiana University Press, 1975.

Gutowski, John. “The Protofestival: Local Guide to American
Behavior,” Journal of the Folklore Institute 15 (1978): 113-132.

Owen, Mary Alicia. *Social Customs and Usages in Missouri During the
Last Century,” in The Charm is Broken: Readings in Arkansas
and Missouri Folklore, ¢d. by W. K. McNcil. Little Rock, AR:
August House, 1984, pp. 139-149.

Pirkova-Jakobson, Svatava. “Harvest Festivals Among Czechs and
Slovaks in America,” in Slavie Folklore: A Symposium, cd. by
Albert Lord. Philadelphia, PA: American Folklore Society, 1956.

Rando!ph, Vance. Osark Magic and Folklore. 2nd cdition. New York:
Dover, 1964, ¢1947.

Smith, Robert J. “Festivals and Celebrations,” in Folklore and Folklife:
An Introduction, ¢d. by Richard M. Dorson. Chicago, HL.:
University of Chicago Press, 1972,

Thomas, Rosemary Hyde. *La Guillonee: A Frenceh Holiday Customiin
the Mississippi Valley,” in The Charm is Broken: Readings in
Arkansas and Missouri Folklore, ¢d. by W. K. McNeil. Little
Rock, AR: August House, 1984, pp. 150-158.

Films and Videos
“Grran Mamou”

Celebrations: Festivals, Holidays. Rites of Passage

Teaching Strategies

Rescarch Projects
Objectives: Develop understanding of folk belief and custom as

reflection of group values: develop knowledge of local traditions.

1. Investigate a holiday celebration, sueh as Halloween, New Year's
Fve, or Independence Day July 4th. What are the activities and
beliefs associated with this event” Are there variations in activities
and beliefs from vear to year® Interview several people about these
events in order to determine the variation in belief and practice.

2. What festivals are held in vour area” Rescarch and describe the
hiistory, structure, participants and activities of vite of these events.

Y. Astend or reeall a rite of passage (for example, a baptism, wedding,
birthday or funcral). Deseribe the traditional beliefs and practices
associated with this event. How did the group vou observed cele:
brate this event” Was it open to the public” Were there gpening and
closing ceremonies” Do some of the participants play the same role
from vear to vear, or arc they formally designated cach vear What
foodwavs were associated with the event?
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Essay Questions

Objectives: Develop writing and cognitive skills using folklore

materials,

I. How are various rites of passage eelebrated in your community
2. What are some of the tunctions of eclebrations®

3. Analyze the folk, popular and clite clements in the celebration of

the Fourth of July in your community.

Discussion Questions

Objectives: Develop communication and cognitive skills using tolk-

lore materials.

What Kkinds of festivals are celebrated in vour arca® Discuss the
range of activities, participants and functions of the festival for the
community,

Why are people often more open to new experiencees at festivals
than at other times?®

Discuss the different wayvs in which students in the class eelebrate
birthdays (for example. special incals, games, songs, participants).
What are the similarities and differences among students” eelebra-
tions” Can these be considered regional or familial variations

-
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Introduction
to the

Teachers Guide

Tennessee's traditions unfold for your
students as they participate in the
activities in this educational program.
Through the study of traditional music,
song, and dance, your students will gain
a better understanding of folklife, past
and present, irn Tennessee.

Deaigned in five sections, this program
contains the components listed below.
Please review them at this time.

[:] TOPIC CARDS are written so they may
be read directly to your students.

[:] A CASSETTE TAPE features selections
representing music, song, and dance
traditions studied in the program. See
"About the Cassette Tape" on the back
interior cover of this folder.

ACTIVITY SHEETS pertaining to each

Section offer exercises 1in several
different curriculum areas. Activities
are divided according to specific grade
levels-~-kindergarten through 3rd grade,
4th through 6th grade, Jjunior high, and
high school. Be sure to review all
Activity Sheets since the various skills
represented overlap in grade and age
levels. Select the activities your
students will complete, and duplicate.

A REPRODUCTION of the colorful

mural, "The Sources of Country
Music," by Thomas Hart Benton, is in-
cluded. Used in conjunction with other
components of this program, the mural,
currently on exhibit at the Country
Music Hall of Fame and Museum in Nash-
ville, Tennessee, aids students 1in
understanding the traditions that are
the sources of modern country music.
See the back of this folder for more
information about the Museum.

A RESOURCE LIST offers names and

addresses of organizations that may
be contacted for further information. A
listing of festivals held in Tennessee,
and a bibliography for supplementary
reading are also included.

About the Sections:

]. Investigate local folklife
activities in Section 1, "Intro-

ducing Tennessee's Traditions."

:Z Listen to and learn about various
styles of music in Section 2, "Tra-
ditional Music of Tennessee."

:’ Experience the elements of "Tradi-
tional Song of Tennessee™ in
Section 3.

tl Participate in one of our most
active folk arts, "Traditional
Dance of Tennessee,™ in Section 4.

E; Meet "New Neighbors, New Traditions"
of Tennessee in Section 5.
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® Introducing

Tennessee’s Traditions

Activity:

l To introduce your 8tudents to tra-
ditional music, song, and dance of
Tennessee, have them look up these
worde in their dictionaries, and re-
cord the definitions:

tradition, folklore, culture,
folklife, emigrant, immigrant, genera-
tions, heritage, commercial

2 Ask each student to deacribe a
traditional craft or task handed down
to them. Cooking, singing, playing
gamea, home remedies, and holiday
cugtoms are some possibilities.

3 Have your students find out if they
have or had a relative who came to our
country from another country. Using a
world map, locate and mark each coun-
try discussed.

FOLK MUSIC and FOLKLORE are the music,
art, dance, sayings, customs, bellefs,
superstitions, and storles passed down
from grandparents to parents to chil-
dren by word-of-mouth, observation, or
imitation. Soumctimes folklore 1is pas-
sed down through community members or
other relatives. Some examples of
folklore have been around for hundreds

of years, while others are evolving
now.

How Did It All Begin?

Several hundred years ago, when the
aree which is now the Uni*~d States
was a wilderness, EMIGRANTS from Eu-
rop: made the long and dangerous ocean
vo' age from their homeland to the New
Wo-ld. They were searching for a new
and better way of 1ife. People from
Scotland, Ireland, England, Wales,
Africa, Germany, France, Russia, Hol-
land, Spain, and other countries came
to live in a land already occupied by
American Indians. Many of these ad-
venturous rolks eventually settled the
land now known as Tennessee. At one

time Tennessee was considered a wild
and remote place, but courageous set-
tlers journeyed there, leaving the
1lready settled reglons of America's
east coast behind. As these various
groups lived together, they influenced
each other's CULTURES. Tennesseans
were influenced by folks who settled
{n Kentucky, Arkansas, Georgla, Vir-
%inla, the Carolinas, Alabama, Missis-
sippl, Missouri, and beyond. Even
though many settlements, especlally 1n
the mountains, were isolated, various
influences found their way into other
communities and eventually became part
of Tennessee culture. In our study of
traditional music, song, and dance of
Tennessee, we will explore this blend-
ing of the people and their folklore.

The culture of the South has always
included a strong musical tradition.
Southern musicians, singers, and dan-
cers listened to other forms of music
and watched other dancers. Many bor-
rowed 1deas and added them to what
they already knew to fit their own
personal skills, needs, and tastes.
The resulting artistic forms were ex-
pressed in various ways. The reople
danced - 'd marched. They played in-
strumen.s and sang songs worshipping
God, honoring heroes, and expressing
love and sorrow. They told of tragic
events, and of their everyday strug-
gles.

How did Tennesseans learn about other
forms of music, song, and dance? Even
the smallest communities were touched
by traveling preachers and singing
scnoolmasters, salesmen and peddlers,
circuses, tent shows, puppet shows,
traveling medicine wagons, fairs,
traveling singers or balladeers, sheet
music, mail-order catalogs, misslon-
aries, and church or camp meetings.
when early road and railroad systems
crossed our nation, and steamboats
began to travel our rivers, they
brought new art forms to the people.
These activities added to and changed
the folk arts of Tennesseans.

(over)
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Even though these things changed the
people and their ways, the family
remained the center of southern cul-

ture. Most music and dance traditions
were learned in the home.

Tennesseans have always considered
music an important part of their
lives. Nashville 1s our nation's
third largest recording center, and

many styles of music developed in the
Memphis area.

Let’s Look at OQur State

Tennessee 1s a long narrow state
stretching from the Appalachian Moun-
tains in the east to the Mississipp!
Delta region in western Tennessee,

Activity:

1 Using the large road map of Tennee-
see included in this kit, have your
students locate the following sites.

| rou moy want to make small flags with
pushping and construction paper to
show lozations on the map.

Smoky Mountains (east)
Mississippil River (west)
Tennessee River (middle and west)
Nashville (middle)

Memphis (west)

Knoxville (east)

Bristol (east)

Chattanooga (middle)

2 Identify for your students the
different regions of Tenngssee.
(east, middle, west)

| 3 Have your students identify and

u locate states that touch Tennessee.
List them on the board. (North Caro-
lina, Georgia, Alabama, Missiseippt,
Arkansas, Kentucky, Virginia, Missourti)

| 4'Using the measuring scale on the
large map, have your students compute
in miles how wide Tennessee is at its
widest point going east-west. North-
south? (430 miles fror east to west.
720 miles from north to south.)

A3 you can see, Tennessee i1s a large

sprawling state covering 42,244 square

miles. As we study the cultures of

esst, middle, and west Tennessee, keep
in mind that state lines do not create
cultural boundaries. Neighbors have
always exchanged ideas, beliefs, and
customs. The people of east Tennes-
see, for example, shared the same
culture as the people of the western
corner of Virginia, North Carolina,
and the northern part of Georgla, bu*
east Tennessee culture was different
from culture in the western part of
the state.

Something to Consider

Some of the musical forms, songs, and
dances studied iIn this learning kit
are COMMERCIAL forms performed by
professionals. Some are TRADITIONAL,
or FOLK, and are performed by people
who do not play music or dance for a
living. With the invention of the
phonograph and the radio, millions of
people began to enjoy music in the
comfort of their homes. These inven-
tions opened up new musical worlds for
the general public. What was tradi-
tional became commercial. Sometimes
traditional forms combined to create
commercial styles. If we look at our
music and dance today, some of 1t 1is
learned from friends and relatives.

We also listen and learn from radio,
television, recordings, and movies.
From the time our mothers sing old
songs to lull us to sleep to the day
our big brother plugs his electric
guitar into a beat-up amplifier, music
1s all around us. The lines between
traditional and commercial culture and
music cross each other every day. As
you study the styles of music and
dance we present in this kit, look for
these lines and how they cross.

wWhen you study music, song, and dance
of Tennessee, remember that in most
cases fsong and instrumental music are
combined, and a great deal of the
music you will study was written and
perf 'med for dancing.

b a
C.
o
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® New Neighbors,

New Traditions

By now it 1is obvious that much of the

music, song, and dance we have discus-
sed developed in Tennessee and the
South. State boundary lines disappear
when neighbors meet and share their
traditions. We are actually studying
the culture of an entire REGION, or
section of the United States.

Cultural Differences

Just as the first settlers arrived
here centuries ago seeking a new and
better way of life, people from all
over the world continue to IMMIGRATE
to the United States. Some come by
choice, while others are REFUGEES from
their native lands where governments
oust them, or they are in danger. For
whatever reason these new Americans
come to our land, they are our new
neighbors. People from China, Japan,
Vietnam, Thailand, Mexico, Taiwan,
Lebanon, Korea, Laos, Cambodia, Iran,
Poland, Iraq, Afghanistan, Ethiopla,
Russia, Germany, Holland, Italy,
Greece, India, Cuba, and many, many
other countries have chosen and
continue to cl.oose America for thelr
new homeland.

Activity:

1 Have your students discuss the
reagons why people from other coun-
tries immigrate to the United Statee.
{Several reasons are economic, politi-
cal, social, etec.) :

Because our new neighbors bring thelr
native folklife with them, certain
aspects of our culture will be shaped
and re-shaped by exposure to these new
forms. Remember, however, that many
of the traditional forms we have stud-
ied have remained virtually unchanged
through the years. Because certailn
groups keep the old forms of thelr
culture alive and thriving, we are
able to see that CULTURAL DIFFERENCES
exist in our world. The ways in which
people work, worship, and have fun

have been passed down through family
and community members and continue to
make up an important part of everyday
1ife. Some new Americans will strive
to retain older, more traditional
forms that keep them in touch with
what they have already experilenced in
life.

Activity:

1 Discusa with your astudenta these
pointa:

After having discovered the examples
of Tennesgee's traditicnal music,
song, and dance found in this kit, do
you recall ever seeing or hearing any
of them before studying this kit?

Where? Who were the performers?
Deacribe the art form you eaw or
heard.

Make a liat on the board of the forms
named. Did some of the atudents give
the same answers?

What new forms of mugie, song, and
dance have you 8seen other than the
ones you have studied in this kit?
Where? Who were the performera? Are
any of them folk forma? Deacribe the
form you saw or heard.

Make 1 list on the board of the forms
named. Did some of the students jive
the same answera’

Today in Tennessee

Tennessee offers a variety of oppor-
tunities to listen to and watch folk
performers in action. Fescivals are
held at different times of the year at
numerous locations all over Tennessee
as well as in surroundling states.
These festivals are a great place to
see good dancers, to listen to various
forms of music, and to compare styles.
Prizes are often awarded to the best
{iddlers, banjoists, guitarists, and

(over) I
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dancers,
the competition on stage, but also to

meeting and playing with other artists
in small impromptu clusters all over

Performers look forward to

the festival grounds. These gather-
ings feature other important examples
of FOLKLIFE such as arts, crafts,
food, storytelling, games drama,
sports, healing arts, occu,ational
skills, and more., Attendin, such a
festival 1s a fun way to lear.. a great
deal atout folk culture in your com-
munity. A list of some of the festi-
vals taking place in Tennesse= is in-
cluded in this kit.

®,0 *® 9 ®
Traditionalist & Revivalist
When attending one of the numerous
festivals presented all over the
state, you will enjoy different per-
formers who are each skilled at a
style of music, song, or dance. Some-
times performers will be talented in
several areas. It is a real treat to
watch a performer, for example, who
fiddles and dances at the same time.
Some performers will be TRADITIONAL-
ISTS, or people who practice the art
or craft they learned from a family
member or friend while growing up.
The skill they learned was a part of
everyday life for them.

A REVIVALIST, however, possesses a
strong interest in the form even
though it was not part of their child-
hood experience. They do not belong
to the group of people, or culture,
from which the form came, although
they have adopted the form as their
own,

Festivals

Below is a listing of some of the
festivals and celebrations held in and
around Tennessee annually:

Fiddlers's Jamboree, Smithville, TN

Uncle Dave Macon Days, Murfreesboro, TN

Pickin' and Fiddler's Convention,
Wartrace, TN

0l1d-Time Fiddler's Contest,
Clarksville, TN

Ralph Sloan Days, Lebanon, TN

Black Folklife Festival, Fisk
University, Nashville, TN

Kentucky Folklife Festival,
Louisville, KY

Scottish Festival, Nashville, TN

Tennessee Grass Roots Days,
Nashville, TN

National Storytelling Festival,
Jonesboro, TN

Memphis in May, Memphis, TN

Cotton Carnival, Memphis, TN

Beale Street Music Festival, Memphis, TN

Scottish Festival, Nashville, TN and
Grandfather Mountain, North Carolina

Rolly Hole (Marble) Festival, Standing
Stone State Park in Tennessee

Native American Fall Festival,
Mt. Juliet, TN

Irish Festival, Erin, TN

'
C:
—
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4th-6th GRADE

CLASSROOM FOLKLORE

Your class 1s a FOLK GROUP. Among the members of your group there are
many traditions that are shared and passed along. Think of as many
traditions shared by you and your classmates as you can, and write thelr
names on a plece of paper. Give your list to your teacher and be pre-
pared to demonstrate some of the traditions you have listed.

Traditlions may fall Into one of these categories:

clappling games

Jump rope styles and rhymes
songs

riddles and jokes
practical Jokes
storytelling

string games

making paper objects
speclal handshakes
raps

dances

nicknames

funny hand sounds

After your teacher has collected a 1ist from each student, she will call

on volunteers to demonstrate traditions she selects from the list., Your
teacher will ask these questions:

1. Where did you learn the tradition? From whom?

2. How did you learn i1t? Did someone show you, did you hear someone
explain 1t, or did you watch someone else do 1t?

3. Why did you learn the tradition?

4, Do any of the traditions you listed break classroom rules? Your
teacher will select traditions to be demonstrated in the classroom,

5. Do you see or hear some of these traditions only at school?

6. If you have attended 2another school, are the traditions from that
folk group different? Are some of them the same? Talk about the
differences and similarities.

7. Do any of the traditions help us to learn about difflicult
situations in 1ife such as death, etc.?

8. Are any of these traditions from other countries? If you are a
student from another country, demonstrate and discuss 3chool
traditions from your native land. Are some the same as the
traditions In your present class?

-
.
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HIGH SCHOOL

FRIDAY NIGHT FROLIC

Organize a Friday night dance at your school featuring a style or
a number of dance styles you have studied in this kit. Ask for
assistance from your teacher and principal. You may use live or
taped music. If you prefer to use live muslc, your dance could
be a country square dance. Find a caller and musiclans for your
dance, and encourage students to d.ess in costumes to fit the
style or' the dances you will feature. Ask community members to
demonstrate thelr dance speclalties. Encourage the older members
of the community to help teach steps and formations in the

various dances. Organize committees of students to make

arrangements in these areas:

1. Music Committee-rounds up the musicians and/or caller, or
arranges for the recorded music

2. Demonstration Committee-makes arrangements for dance
demonstrations by community members

3. Sound Committee-makes arrangements for any sound equipment
that might be needed such as microphones
or tape players

4. Refreshment Committee-do you want to have refreshments?
What kind?

. Publiclity Committee-lets the school and the publlic know the
dance 1s taking place

6. Decoratling Committee-decorates the gym or cafeterla for
the dance

7. Invitation Committee-are there any speclal people you
would llke to invite? Try to involve
community members,

4 .‘. “a
4w
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INTRODUCTION

consists of interactions in tace-to-tace situations. These traditions form a vast

ttore ot knowledge which we acquire over a litetime. Thus, this traditional
knowledge is probably the major portion of our litetime education, making it an
educational resource of inestimable value.

Folk Artists in the Schools provides support tor educators seeking to make use
of this resource of traditional knowledge. This guide is intended tor use by class-
room teachers. both in relation to FAIS programs and to support curricula in the
areas of tolk culture, ethnicity studies, traditional arts and occupations, and tolk-
lore. The educational potential ot folklife in Philadelphia is best presented by
making use of the tolklore we all possess as members of ethnic, family, age and
community groups. and by recognizing that this is a significant resource for the
classroom teacher.

This guide provides a number of tools tor the educator. Included are a section
of activities intended both for classroom use and tor longer project assignments; a
section of various resources, including bibliography. a descriptive listing ot pro-
grams, agencies, museums and other resources and their program capabilities
relevant to tolk cultural studies; and an appended glossary of terms and defini-
tions. Supplementary materials directly related to programs for your school, per-
tormer biographies and some specitic suggestions for pre- and post-program
activities are also included. Appropriate age groups are listed tfor these projects at
the beginning ot each activity.

Culture-specitic bibliographies follow activities suggested for each group.
These provide examples of the range and types ot material which can be found on
any cultural area as well as selected reterence materials tor those who are
interested in developing more comprehensive studies ot these peoples. The major-
ity ot the materials are readily available in local libraries. It ditficulty is encoun-
tered in tinding any item. please call us at the Folklite Center and we will be glad
to help you locate materials.

The guide is organized in loose-leat notebook form for easy access through
subject matter such as detinitions, background material. specitic program infor-
mation, information concerning programs of interest at area museums, and pre-
paratory and tollow-up activities. In this manner. educators can use the materials
throughout the school year and can easily make additions in future years.

F‘ olklife' is the traditional practices shared by any group of people. It usually

- For—tm—s -cmd all beldiace terms. please see appended Glossary
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PREFACE

he importance of traditional knowledge in our own lives and neighborhoods

I is often overlooked. FOLK ARTISTS IN THE SCHOOLS (FAIS) provices students

with the opportunity to learn more about themselves and their own commu-

nities, and to learn about the traditions of people in the other communities of

Philadelphia. Bringing traditional artists and their art into the schools integrates
students’ experiences of traditional culture into their classroom learning.

FAIS is administered by the Folklite Center of I~ iernational House. One of the
Center’s main functions is that of a liaison agency ior folk artists in Philadelphia and
the Delaware Valley. As part of the Folklife (‘enter, FAIS functions as a liaison
connecting students and educators with folk ar sts, ethnic communities and educa-
tional programs throughout the city.

FAIS program presents folk artists as representatives of particular traditions,
whether those of the students or of the many other ethnic groups within Philadel-
phia. In these programs. folk artists share their skills at a personal level with
students and educators. These artists otfer students the opportunity to experience a
particular cultural tradition. This can add special lite and meaning to the school
curriculum, and provides living examples of subjec.s which educators address
throughout the year. Through pertormances, workshops, and demonstrations of
music, dance, storytelling and other traditions, FAIS programs seek to enhance

students’ appreciation for the traditional folk arts and customs of Philadelphia’s
ethnic groups.

The Folk Artists in the Schools Project is funded by grants from the following
organizations:

CIGNA Foundation

National Endowment for the Arts
Pennsylvania Council on the Arts
Provident National Bank
Seybert Institution

Stockton Rush Bartol Foundation
Sun Company, Inc.

iMFAIS

199 qq




PROGRAM NOTES AND BIOGRAPHIES




Afro-American Vaudeville Traditions: Continuity
and Change

n the 1800's and early to middle 1900's Vaudeville theatre in the United

States was an important venue tor live performance ot music, dance and
comedy. The rise of network television and radio in the nineteen torties
spelled the end of these theatres. However, these theatres and the performing
traditions that were popular in them had a profound influence on early TV
and radio. Some of the tirst TV and radio variety shows were broadcast from
theatres in front of live audiences. We are fortunate to have on our program
three types of performers two of which are able to relate directly some of their
experiences from this era and a relatively young group ot singers who have

been influenced more indirectly from the great theatre traditions of the
1900's.

Willie “Ashcan” Jones is 76 years old and has been a protessional performer
since the '9°0's. He started out as a dancer, specializing in a style called the “Lindy
Hop” which was a spectacular show dance used in vaudeville, Broadway and
nightclub shows. Willie was in the Marx brothers tilm A Day At The Races, tilm shorts
with Cab Calloway and "Fats” Waller, Broadway shows such as the Knickerbocker
Holiday. danced in the Cotton Club for Duke Ellington’s band and Lena Horne and
toured vaudeville circuits in various shows such as Hot from Harlem. In the forties
age started to catch up with Willie and he began to learn comedy routines from a
seasoned comedian. Willie turned then to humor and acting as master of ceremo-
nies, and toured his own shows aill over the country in state and county tairs and
testival’s. The traditions Willie represents are manitested in the humor ot popular
artists such as Bill Cosby. Redd Fox and Richard Pryor.

Lavaughn Robinson represents another tine stage tradition: tap dancing. He
dances a style he calls the East Coast Philadelphia style. His dancing is a regional
variation much ditterent than the Hollywood dancing you see in films but it is no
less spectacular. He started dancing at the age of seven, learning his tirst steps from
his mother, and learned much of his repertoire on the street. His first protessional
dancing job was in the Palo Theatre in Philadelphia. He has danced with such
great musicians and band leaders as Cab Calloway, Tommy Dorsev, CRarlie
Parker, Billie Holliday, Ella Fitzgerald, Maynard Ferguson and other:. He has
toured Europe. Australia, Africa and the United States. He has pertormed at the
Smithsonian Institution in Washington and been recognized by many other re-
spected cultural institutions.

New Emage is an unaccompanied vocal group that is one of the country's
best. Their vocal style is called Doo-Wop and is a secular manitestation ot gospel
music related to quartet singing such as the Fisk Jubilee Singers, who were tamous
in the twenties and thirties. Each singer has a unique part in the harmonic structure
covering the bass. alto. tenor and soprano ranges. Rhythmically this tradition is
influenced by such performing styles as New Orleans jazz and blues, rhythm and
blues, ar ' rock and roll among others. There were many such groups in vaude-
ville and while these pertormers are too young to have experienced that era the
influence is none .he less demonstrable. The members are Anwar Rose, Ricardo
Rose. Darryl Campbell. and Tony and Al Williams.
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Afro-American Rhythm and Motion

tro-American music and dance has had a profound influence on Ameri-

ca’s cultural expressions. Jazz, blues, ragtime and other forms of music
have had a tremendous impact on popular music. We would like to present
in our program today some fine music and dance from these traditions with
the emphasis on the unique rhythmic structure.

Dorothy McLeod was born in Philadelphia. She began playing piano and
composing music at the age of tive under the instruction and supervision of her
tather, Samuel ‘Richardson, who was a well known Dixieland Jazz and Gospel
pianist. His assignment to her at this early age was to compose asong a day. which
he had her play every evening. Ms. McLeod studied at the Settlement Music School
and the Philadelphia Conservatory of Music (now known as the Philadelphia
Academy). Her piano techniques were sharpened playing with the school's or-
chestra and choir. Some ot her musical accomplishments include: playing for
members of the U.S. Senate in Washington D.C., accompanying the U S. Department
of Labor Choir, and performing as pianist for the Colony Park Inn, Philadelphia.

Currently Dorothy M. Mcl.eod is appearing at the Mirabelle Restaurant in

Philadelphia. Dorothy is also a Church Organist and Choir Director and a member
of the Philadelphia Music Society.

Robert "Washboard Slim" Younq is a tine percussionist. He plays the wash-
board with a lot of interesting contraptions attached. He brings to us a rhythmic
accompaniment from the fine “jug band” traditions that were popular in bands
that included jug. washboard, washtub bass, tiddle, guitars and banjo. Mr. Young
has been pertorming all his lite. He performed with Blind Boy Fuller and Sonny
Terry in and around Durham. North Caroling in his youth. He has performed in

Washington D.C. at the Smithsonian Institute and has toured this country many
times in various bands.

Ted Estersohn, who will play with Mr. Young is not from the Afro-American
community but his music is highly influenced by these traditions. He has studied
with Fred McDowell and other tine blues players. He has played all up and down
the East coast aud has performed on the radio numerous times, He isa member of

the Wild Bohemians, a contemporary jug band that Washboard Slim also pertorms
with.

Lavaughn Robinscn whose biography is listed in “Vaudeville Traditions” will
amply demonstrate compiex rhythms that are the foundation of tap dance.




Hmong Traditions from Laos

his program demonstrates som? of the traditions of the Hmong New Year's
. 4a celebration. The songs, dance and ball game are traditions brought to
this country from the Hmong native lands in the highlands ot Laos and
Cambodia, in Southeast Asia. The ball game, which is accompanied by
singing, is a courtship game and involves forteits of singing a song or paying
money to regain items of clothing lost when a catch is missed. Many of the
musical instruments you will see and hear are similar to instruments with

which you are familiar, but they can be played with very ditferent sounds
resulting.

Pang Xiong Sirirathausuk is a fine craftswoman who does embroidery called
Paj ntaub (pronounced pan dow) which is complex applique and embroidery.
She also plays a number of instruments including: raj plaim and raj pu liv which

are two types of flutes. ncas which is a jaw harp. mistakenly called a jews harp in
the United States.

Youa Bi Xiong will demonstrate the Xixo which is the Hmong version of a one
string violin or tiddle which is common in Southeast Asia, China, Korea and Japan.
This fiddle is very different from the violin we are familiar with as it has a skin
covering the sound chamber (similar to the banjo) and its bow passes between the
string and the neck rather than on top o1 the string like an orchestral violin. It is
played upright like a cello.

May Vang and Bao Yang are singers and will sing some various types of
Hmong tolk songs. One type of song they will demonstrate is @ hais kuv txhiav

which is siing during a handball game (called pob pov) which is a courtship
game.

Ka Xiong, Yer Xiong and Mai Xiong are members of the Hmong Philadel-
phia Dancers who are directed by Pang Xiong Sirirathausuk.

Xia Kao Xiong plays a very interesting instrument called the Khene which is a
free reed instrument (the harmonica is also a free reed instrument) This instrument

is common in Asia in ditferent manitestations including the version from Thailand
called the Kaen.
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ACTIVITIES

activities, which can be used in conjunction with the study of nearly any

ethnic group. Following are activities that are designed to be used with
specific cultural groups. These are coordinated with the goals of FAIS pro-
grams, but can be used separately also. In future years we will be adding
activities and bibliography on other ethnic groups. Please contact us for
these additions.

The activities included here are of two types. First is a section of general




GENERAL ACTIVITIES

his section can be used in either of two ways. First, you can tailor these activities

to the study of a particular ethnic group. This can be done simply by instructing
students to collect lore by or about persons of a particular ethnic background. with
persons of that ethnicity, or with others about that ethnic group.

The other way to use this general section of activities is to study a particular
community or its history. To this end, you should tailor instructions to your students in
more exploratory terms. They should be couched in more open-ended fashion, to
develop an understanding of the community through following "leads” given by
informants. This method can involve tracking down information or contacts given
by an informant, leading to the next informant, and so on.

A Collecting ?roject

A collecting project needs to be structured in the following ways.

1. Decide on the focus of your project. For example. collect Irish
lore to supplement the study of Irish history and immigration,
or interview long-standing residents of a community to tind
out about changes in the neighborhood over a couple of
generations.

2. Determine the capaklilities of your students for this project.
You will want to keep in mind that elementary students should
only attempt to talk to family members and friends, while
junior and senior high students may be expected to do more
independent work. Aiso, you will want to take into account
the local community. which may or may not have long-stand-
ing neighborhoods, and may or may not have ethnic tensions
that you wish to avoid.

3. Design your project.

Interviewing a Traditional Craftsman

Students can learn to appreciate the skill involved in many traditional activi-
ties by interviewing practitioners of such arts. Many traditional arts are everyday
activities in most communities, and yet are valuable and interesting.

Have students talk to a fami'y member or neighbor who makes things, such as
clothing, toys, holiday decorations, special foods, furniture, house repairs, etc. They
can interview these craftsmen, asking questions and writing down their answers.
Appropriate questions might cover how they learned their art/cratt and from
whom, where their ideas come from and so on. Or they can watch him/her at work
and observe the techniques by which he or she makes things — some skills are
easier to understand by being demonstrated rather than being explained.
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AFRO-AMERICAN PROGRAM ACTIVITIES

A cappella Styles

A cappella musical styles are unaccompanied vocal styles of performance.
They occur in many different traditions. Many of your students will be famiiliar with
similar styles from choral music in their churches, various pop styles and informal
pertormance styles which they themselves use.

Hold a class discussion of a cappella styles with which your students are
tamiliar. Some of these will be singing styles, and some may be spoken.

Listen to recorded vocal music and have students pick out the parts: soprano.
alto. tenor, bass. Have them listen for the harmonies created by the voices. You may
tind the record The Human Orchestra® to be usetful. It is a historical reissue of
selections of various kinds of music from the 1930's. primarily vocal imitation of
instruments. Much of it is a cappella. harmonic music.

Everyday Instruments

Music can be made with many common objects. Most peoples make music
with whatever is available in their environments. This can mean either drums
made from logs, or comb and waxed paper kazoos, washboards or reed flutes,
long grasses or spoons, not to mention fingers, hands, cheeks, chests and feet.

Have students look around their houses for such commonplace “instruments.”
Which ones are solely rhythmic, and which ones are at least partially melodic: that
is, can they derive more than one pitch from them?

Have your students interview tamily members and friends, to see if they have
ever played such instruments or know people who have. Many of these traditions
survive largely among older members of the Afro-American community: inter-
viewing grandparents and other persons of that generation may be fruitful.
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Suggested Films for Viewing

Land Where the Blues Began. directed by Alan Lomax, 1980.
58 mins., available in either 16mm. tilm or videotape.
(Elementary. Junior and Senior High)

Phoenix Films

470 Park Ave. South
New York, N.Y. 10016
(212) 684-5910

This film is a documentary about the blues, work songs and church music of

Mississippi. It covers these traditional forms of music, with commentary by a lead-
ing folklorist.

No Maps on My Taps, directed by George Nirenberg, 1979
58 mins., available in either 16mm. film or videotape.
(Junior and Senior High)

Direct Cinema, Ltd.

c/o Transit Media

Box 315

799 Susquehanna
Franklin Lakes. N.J. 07147
(201) 891-8240

This gives a historical overview of the development ot tap dance, along with a
documentary ot some of the individuals who had a hand in this development.

o This record—;s-newly released. and available at Third Street Jazz. N. 3rd St. (just above Market St )
and in other record stcres.
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INTRODUCTION

The following guide describes a supplementary curriculum unit on the
folklife of Duval County, Florida developed especially for use by fourth grade
teachers of the Duval County School System. It is divided into eleven lessons
which are designed for daily classes of approximately one hour in length. The
unit on Duval County folklife is intended to complement the "Florida Studies"
curricula currently in use within the school system.

The guide is one product of the 1984-85 Duval County Folk Arts in
Education Project, a program developed cooperatively by Florida Folklife
Programs, a bureau of Florida's Department of State, and the L.val County
School System with funding provided in part by the National Endowment for the
Arts, Folk Arts Program. Under the direction of resident Folk A:ts
Coordinator David A. Taylor, the project introduced fourth .;rade students in
selected schonls to local folk traditions via lectures, class projects, u:d
demonstrations by Duval County folk artists, The contents of this guide
represent the teaching approach employed by the folk arts (vordinator. While
this guide can not substitute for the services of a professional folklorist,
it can provide fourth grade teachers with basic information for the

implementation of an instructional unit concerning the traditional culture of

Duval County.
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Aruitoxt provided by Eic:

PREFACE

The contents of this guide are based on the experiences gained from
introducing approximately 800 fourth grade students to the fascinating folk
arts and folklife of Duval County. There is nothing in this guide that has
not been tested in a classroom. There are many more topics which can be
included, but I have attempted to provide you with those which best reinforce
the course's central concepts and are the most popular with students.

The guide's eleven lessons include an introductory section on terms and
theories, nine covering various folk traditions carried on within Duval
County, and a final lesson comprising a course review. Additional materials
include sample collection forms: a list of audio-visual materials, and a
bibliography. The course is intended to cover at least eleven consecutive
classes of approximately one hour. I have, however, included suggestions for
additional) activities for teachers who wish to expand the course.

Each teacher has a unique style of teaching. What you have in your
hands is an explanation of my approach. Feel free to alter this approach to
fit your style of instruction. Similarly, you may need to modify the approach
to suit the interests and capabilities of your students.

If you have any questions about the ideas contained in this guide, 1
would be happy to respond to them. Also, if you have any suggestions for ways
in which the guide can be improved, I would appreciate hearing from vou.

I can be contacted through the office or the Supervisor of Social
Studies, Duval County School Board, 170l Prudential Drive, Jacksonville, Fl.,

32207, 390-2130, You and your students will greatly enjoy studving the
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beauty, variety and vitality of this area's traditional expressive culture., I ‘
wish you every success as you embark on the investigation of the valued

traditions of Duval County.

David A. Taylor

Folklorist-in-Education

-~
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Lesson l: Introduction

Objectives: to introduce key words and phrases in the study of

folklife.

The first lesson is concerned with key words and phases that relate to
the study of folklife. It is important to begin with a discussion of the
definitions of these terms since they will be used constantly in the following
lessons. The terms to be introduced in this lesson are: FOLKLIFE, FOLK
GROUP, and TRADITION.

Folklife is the vast body of information which is passed on informally,
usually by word of mouth or by observation and imitation, within certain
groups of people. When teaching fourth grade students about the meaninyg of
this word, it may help to begin by writing FOLKLIFE on the board and then
asking: 'Does anyone know what this word means?" 1If no one attempts a
definition, urge anyone to 'take a guess.” Usually this will elicit a number
of responses, all of which you might write on the board. Frequently, at least
one student will say that folklife has to do with "old ways.'" Having recorded
all responses, then give a definition. The definition might run along these
lines:

"There are different ways of defining what folklife

means, but let me tell you the definition that I use.
First, before I do that, let me show you an edsy way to
remember the definition. I begin by dividing the word

into its two root words: folk and life. [Write FOLKLIFE
on the board and draw a line between its root words.] Now,

who can tell me what "folk" means? [Take all answers from
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students.] "Folk" is not a difficult word. It means ‘
people; we are all folk. But for our definitiou of
folklife, let's say that folk means groups of people. [Write
"groups of people” on the board.] "Life" is another easy
worde Who can give me its definition? {Take answers.]
There are several ways to define '"life,”" but for our
purposes, let's say that life means activities. [Write
"activities'" on the board.] Now, when we put this
altogether we have our definition of folklife: Folklife is
the activities of groups of people. [Write on board.]

We'll be talking about exactly what kind of activities later
on, but for now try to remember that when I talk about

folklife I mean the activities of groups of people.

Next, the key phrase FOLK GROUP is introduced. You might go about this
in the following manner:

When I speak of groups of people, I'm referring to what are
known as "folk groups." [Write "folk groups" on the board.]
Who can tell me what a folk group is? {Take all answers
from students.] When I use the term "folk group" I mean any
group of people that meets regularly on a face-to-face
basis. We are meeting on a face-to-face basis right now,
aren't we? We can all see each.other and we coulid all speak
to each other if we wanted to., What are some examples of
folk groups? [Write all responses on the board.) Everyone

here is a member of several folk groups; groups which meet
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Next, the term TRADITION is introduced. This can be done in the

following way:

regularly on a face-to-face basis. Examples of common folk
groups are: families, clubs, sports teams, students in a
classroom, church choirs, bands, neighborhood groups,

occupational groups.

Another important word that we'll be talking about is
"eradition." [Write the word on the board.] Can anyone
tell me what it means? [Take all answers.] When I use the
word "tradition" I mean the information about how to do a
certain thing that is passed on over time by members of folk
groups. Can anyone give me an example of a tradition?

(Take answers from students.) There are more kinds of
traditions than we could list in a day or a week. Let's
spend a few minutes talking about a kind of family tradition
that most of us know about. How many here celebrate
Christmas every year? [Ask for show of hands.] All right,
that's just about everyone. There are many traditions
having to do with Christmas that are passed on in families.
Who can tell one thing that you do in your family every
vear at Christmas time? [List traditions on the board. ]
Christmas traditions common in American families include:
giving and receiving gifts, decorating a tree, the use of
certain colors (red and green) for decorations, cating

special foods, singing or listeni-. to special ausic, going
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Next,

follows:

to church, having family reunions, hanging stockings, and
passing on beliefs about Santa Claus. [If time permits, you
may wish to discuss the similarities and differences in
family Christmas traditions by asking questions such as: On
which day and at what time do you open presents in your
family? What are special Christmas foods that your family
enjoys? What are the items that are usually found in a
Christmas stocking?]

the TRANSMISSION OF FOLKLIFE is discussed. This can be done as

There's one more idea that I'd like you to learn today. It
has to do with the way that traditions are passed on. How
did you learn about the Christuas traditions that are
carried on in your families? [Take answers.] Yes, you
learned from your parents, your brothers and sisters and
other relatives — the members of the folk group which is
your family. And you probably learned by word of mouth.
That is, someone told you how to do something and you
remembered. Or, you may have learned how to do something by
watching and copying — preparing a type of food, for
example. That's the way it is with most traditions, they
are passed on informally =-- not in schools, not from books,
not from T. V. =~ by word of mouth or by watching and

copying. [Erase all words and definitions from the board.]
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‘ In order to illustrate the various traditions which are part of the
folklife of Florida folk groups, and %o reinforce the definitions of folklife,
folk group, and tradition, show the slide/tape program "Florida Folklife" (15
minutes).

Suggestions for discussion questions are contained in the Teacher's
Guide included with the slide/tape program. You will probably not have much
time remaining for questions, but at least ask your students to identify the
various kinds of traditions which they saw in the program, such as food,
dance, music, basketry, clothing, quilt making, hanging a Christmas stocking,
and blowing out candles on a birthday cake.

Finally, repeat the terms and definitions discussed in this lesson:

FOLKLIFE: ways of doing things that are passed on by members of folk

grLups .
‘ FOLK GROUPS: groups of people who meet rengarly, on a face-to-face
basis.

TRADITION: an activity that is carried on in a folk group based on
information passed on in that group. (Folklife is the sum
total of a group's traditions.)

HOW ARE TRADITIONS USUALLY PASSED ON IN FOLK GROUPS? By word of wmouth,

or by observation and imitation.

**x*ASSIGNMENT FOR NEXT CLASS SESSION: Ask students to bring dn object from
home that has been passed on in the family and be prepared to tell the
importance of this object to family members. That is, why it is passed on,
from whom it has been passed down, and to whom it will be passed in the

. future. Students will probably have to dquestion parents or other relatives to
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obtain information about the object. They should be cautioned that objects
should be brought from home to school only with parents' permission. You may
wish to send a letter to parents explaining the assignment (see sample, page
7.) Students should also be told that dangerous objects (knives, guns, etc.)
should not be brought to class, and that it is not advisable to bring fragile

and/or valuable objects.

RECOMMENDED READING FOR LESSON 1:

Jan H. Brunvand, The Study of American Folklore: An Introduction (New

York: W. W. Norton and Co., 1968).

RECOMMENDED READING FOR LESSON 2:

Stephen J. Zeitlin, Amy J. Kotkin and Holly Cutting Baker, A

Celebration of American Family Folklore (New York: Pantheon Books, 1982), PP

182-211.

RESOURCE MATERIALS FOR LESSON 1:

slide/tape program "Florida Folklife," available from Florida Folklife

Programs, P.O. Box 265, White Springs, Florida 32096. Telephone: (904-397~

2192).
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BOARD MEMBERS

wendell P. Holmes, Jr.
Chairman
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Vice-Chairman

James H. Corwin, M.D.
Dr. Samuel P. Nesbitt
wendell (Billy) C. Parker
Herb A. Sang John W. sution
Superintendent of Schools Harry ). wagner

Dear Parent:

This is to inform you that I have begun to teach a short course on
Florida folklife in your child's class. This program, developad by the Duval
County School System and the Bureau of Florida Folklife Programs, is designed
to enrich the "Florida Studies" component of the social studies curricula.

During the two weeks that I will be at your child's school, I will be
presenting a variety of information about the traditional cultural heritage of
Florida in general and Duval County in particular. In order to emphasize the
I point that traditions play an important part in all of ocur lives, 1 will be

assigning simple projects which are intended to make students more aware of
the traditions of their families, friends and neighbors. Since some of these
assignments will require your child to collect information about family
traditions, he/she may be coming to you for assistance. Because your
participation will greatly enhance the value of the material which I will be

presenting at school, I hope you will be willing to assist your child with
these assignments.

If you have any questions or comments about this program, I would be
happy to hear from you.

Sincerely,

David A. Taylor
Folklorist-in-Education

The Nation's Mode!%g)ﬁn School District
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Name ’ Date .

City State

.

Beliefs about Love, Courtship, Marriage

Subject Beliefs Collected from

Ways to tell color of
hair of future spouse

Ways to tell that
sweetheart is thinking
about you

Love Beliefs
associated with:
1. Sweeping

~

Sewing

3. Mirrors

4. Water ‘

5. Wishbones,
Pulley bones

6. Moon, stars

7. Flowers !

8. Trees

9. Seeds i
|

Marital Status:

|

}

Good luck in |
Marriage |
T

1

About Wedding dav/
Month .

Wedding ceremony

|
; D — -

Wedding clothes I ! ‘
|
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f=r!




‘ Name

Date

City State

Beliefs About Birth and Health

Subject Beliefs Collected from

Birthmark L

Deformities !

Number of children

Foretelling sex of |
Child ‘

Foretelling looks
growth, or physical
attributes !

Foretelling
Characteristics/

‘ talents

Bad luck for
babies

Baby's health

Cures or causes:
1. Bed wetting

e

2. Bowlegs
3. Colic {
4. Croup

5. (Cross eves

6. Stuttering

e e e ——

~1

Teething ] -

. 8. Thrush or : i

thrash




Name Date

City State

Beliefs: Economic, Social

Subject Beliefs ! Collected from

Sign of gaining
wealth

Wealth associated
days of the year

Moon beliefs and
money

Friends and Enemies
1. Losing friends

2. Caining friends

3. Making lifelong
friends

Cards and luck
1. Gambling

2. Lying - signs

Travel - signs that
one will travel
l. Planning a trip

2. Good luck signs
for travel

3. Bad luck signs
.against travel

Meeting and passing |
an animal
l. (Snakes)

2. (Cats)

Days of the week
and travel

——e

Signs of visitors |
coming ‘ \
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THE 1985-86 FOLK ARTISTS @&
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WRITTEN BY Students of P.S. 23, P.S. 36,
P.S. 38 and the Staten
Island Academy

EDITEDBY Nancy Groce
Staten Island Council on the Arts ‘
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Aruitoxt provided by Eic:

INTRODUCTION

S taten Island is New York's most varied bor-

ough. Its landsuggs include the still rural, the
small town, the suburban and the urban. In recent
years, the population of Staten Island has increased
rapidly. Many of these new Staten Islanders are
drawn from the other boroughs, but for many oth-
ers, Staten Island is their first home in this country;
thmr first introduction to American culture. The
mixture of peoples and cultures that typity present
day Staten Island is reflected in this collection of tolk-
lore material by students at P.S. 23, .S, 36, P.S. 38
and the Staten Island Acadeny.

View From Staten Island is an outgrowth of the Folk
Artists in the Schools Program initiated during the
1984-85 school vear by the Staten Island Council on
the Arts. During its tirst vear over the course of tour
months, the Program brought aseries of gitted tradi-
tional artists to the classrooms of two Staten Island
schools. The booklet Generation 1o Generation was
written by students participating in the initial pro-
gram. This vear, the program was ¢ panded to in-
clude almost 2,000 second, third, fourth and fifth
grade students in four schools. These students were

visited by more than a dozen artists berween Novem-
ber 1985 and May 1986.

The goal of the program was to introduce Staten
Island students to outstanding traditional artists
from various national, ethnic, and occupational
groups who practiced their lore and cratt on Staten
Island. The program sought to demonstrate that
“art” existed within the students” own community
and was not confined to annual ficld trips to Manhat-
tan. Additional goals of the Program included:

® cnhancing the students’ interest in and respect
tor the tradition and histories of their own tam-
ilv and community

® broadening the students’ understanding and re-
spect for traditions and customs of other peo-
ples and nations

® highlighting and developing an appreciation of

aesthetics practiced inevery day commumity lite

® increasing interpersonal communications
through interactions with visiting tolk artists

¢ intergrating the study of folklore into the stu-
dent's overall education

® connecting tormal in-class lt.lll\lng t\ptlltlltt\
with less tormal out-of-class nstruction by tam-
ilv members through cmphasis on the impor-

tance and value of family and communiry
traditions.

‘ I Ir:lditional artists were identified on the basis of
ticldwork, and sclected for participation in the
Program for their knowledge of a tradition, their
ability to work well in the classroom situation and
the qu.\lltv oftheir work. Betore an artist’s visit to the
classroom, teachers received preparatory material
trom the folklorist which they were expected to re-
view with their classes. It the visiting artist was dem-
nns"r.mng tolk arts from another countrv—as many
of them were—students were rcqmrcd to know
where that nation was located, a bit about its history,
and to memorize trom the preparatory material how
to greet and thank the artist in the language con-
cerned. This vear, \Ntmg artists included a Chinese
Lalllgraphnr Nonv egian Rosemale painter, Albanian
musician, Irish storveeller, Native American potter
and crattswoman, Svrian cook, master ropemaker,
Korean dancer, ]uush storveller, pigeon thur oral
historians, Irish musicians, and a Ukrainian Pvsanky
egg painter. All participating artists lived and/or
worked on Staten Island. Their visits gave students a
chance to meet, watch, discuss and trv for themselves
a wide variety of traditional arts. The students’ reac-
tions to the artists, as well as their personal retlec-
tions on the topics and ideas introduced by the
rarticipating tolklorist, torm the basis of this book-
ct
In addition to presenting traditional artists in the
schools, the Program also featured a Public Pro-
grams component which took place at the Rich-
mondtown Restoration and teatured a month-long
lecture series on oral history, a program on clamming,
and harborlore, cratts demonstrations, and a mulu-
ethnic concert. In-class visits of several of the artsts
were also video taped by Educational Video Arts.
These apes, as w ell as “Folk Artists In The Class-
room,” a short videotape introduction to the Pro-
gram, mav be obtained through the SICA. Finally,
children in several classes a P.S. 23 participated in a
“tolklore penpal program.” They exchanged letters
about themselves and the artists they had seen with
students in the upstate New York Newark Valley
School System, who were particpating m o bolk

Artists Program directed by Catherine Schwoctter-
mann.
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I n closing, I would like to acknowledge the New
York Foundation tor the Arrs, the National En-
dowment for the Arts (Folk Arts). the New York
Stare Council on the Arts (Folk Arts) and the New
York City Department of Cultural Aftairs, whose
funding made this Program possible. Thanks also to
Liz Grabiner of Educational Video Center, Kathy
Nurt of Richmondtown Restoration, and the ad-
ministrative and teaching statfs of the schools in-
volved whose cooperation ensured the success of the
Program. Finallv, 1 want to thank the students and
their parents, whose interest, enthusiasm and coop-
cration made the Program so rewarding.

Nancy Groce
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TRADITIONAL GAMES

ome students wrote about their own folklore for this book. Here are some games
they collected on Staten Island.

JUMPROPE SONGS

Lemon on Lime
Gonna be on time
The school bus leaves
At quarter to nine
abcd...t0Z

Roxanne Rica
Class 3U, Mrs. Urban, Staten [sland Academy
Sh Golde
4-259, Mrs. Sekulss, S, 36
WINNER'S LUCK

My grandma showed me a game similar to Monopoly. It is a card
game, but it has quiz questions about World War I and World

War 11. My grandpa is great at this game. My grandma is a bad player,
becausc she plays mostly new games. My frandma yells when she loses
the game. That’s probably what is going to start World War I11

Melissa Panczyszyn
3217 Mr O)Bren, PS 30

7,1 $ISSOR, ROCK AND PAPER
/ A KOREAN GAME
e |

A

xl‘:‘ N .. A ) Y e -
@ pede ) 3aese. 30,

ouhavetosa Kah-we, Ba we, Bo With two people or more they prck erther Kah-we, Ba-weor Bo. Papercovers
rock, ronk s sissor, sissor cuts paper The people who are caught are out. The person who wins becomes tirst.

Julie Kwon

2 3 3 330", Mr Crang, 'y 23
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TRADITIONAL GAMES

SLAM BIKE BALL

M v folklore is about a game we play on my block. It
1s called slam bike baﬁ. There are § people on bikes
and § ECOKIC have soccer balls (1 apicce) and the people on
the bikes have to ride up and down the block. The people
with the balls have to hit them with the ball, and if the
people on the bikes fall oft that's 1 point for the people
with the ball.

Kevin Mastroniaola
5-212, Mrs. Hackert, P.S. 36

GAMES ON MY STREET ‘

A lot of children live on my street and I have many
fricnds to play with. I will tell you about some of the
games we play.

We choose up sides and play “Hide and Seck,” “Boxball”
and “Hit the Stick.” We play *“Man Hunt” in the woods
across from my house.

We keep ourselves busy by playing many ditferent games.

Thomas Polisano
3-219, Mrs. Maloney, PS. 36

BOCCI: AN ITALIAN GAME

(!um‘n Vuono
4-255. M»n O'Donnell, PS. 36

RED DEVIL

DIRECTIONS: 6 or 7 plavers. Each plaver must pick a color. One person must be the Red Devil. He (or she) must
stay about 4 feet away from the other people. R.D. = Red Devil.

WHAT TO SAY: R.DD. = Knock, knock.
PEOPLE = Who' there?
R.D. = Red Devil
PEZOPLE = What vawant?
R.D. = Acanofpaint.
PEOPLE = What color?
R.D. = Acolor

Just say he savs “red™ it one of the people picked that color, they must run around and get back to base without

lwing tagged.

2 34 obn Ricciardi ‘

$-310, Mr. Dugan, PS 23




PIGEON RACING

igeon racing is a traditional sport on Staten Island and we were delighted to have

Eddy Rosenblum come to the schools to explain all about his sg srt. Mr. Rosenblum
has more than 150 birds and he trains them to return to his coop in Rosebank from as far
away as Virginia. He brought some homing pigeons to school and each class got to write
a “secret message.” We tied the messages to the birds and released them. When he got
home, Mr. Rosenblum read our messages and then he called the school and told us what
they said.

made thes picture because it was the tavoniee artise thae
[ saw o tolklore, That s why Tmade this pueeure.

Sabrina Sassan
VRSN Db PN R0
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INTRODUCTION

Staten Island is a culturally rich, unique and
fascinating part of New York City. To off-Islanders,
even those who pride themselves on being “City
buffs,” it is probably the least known of the five
boroughs. But if Staten Island lacks the
skyscrapers of Manhattan, the population density
of Brooklyn, the hustle of the Bronx or the
orderliness of Queens, it makes up for it with a
distinct yet fragile culture all of its own. Staten
Island is changing rapidly. Since the completion of
the Verrazano-Narrows Bridge in 1964 .the
population has increased tremendously. New
Staten Islanders are often drawn from the other
boroughs, particularly from Brooklyn, but Staten
Island is often the first home for new Americans
from all corners of the world. The mixture of
extremely varied metropolitan cultures that typify

modern Staten Island is reflected in this collection
‘)f folklore material by the students of Public
School 23 and the Staten Island Academy.

The Folk Artists in the Schools Project was in-
itiated by the Staten Island Council on the Arts
during the 1984-85 school year. The goal of the pro-
ject was to introduce State Island students to out-
standing traditional artists from various national,
ethnic, and occupational groups who practiced
their lore and craft on Staten Island. In other
words, the project sought to demonstrate that “art”
existed within the student’s own community and
was not confined to annual field trips to Manhat-
tan. Additional goals of the project included:

8 enhancing the student’s interest in and
knowledge of the traditions and histories of
their own community and family

#8 broadening the student's understanding and
respect for traditions and customs of other
peoples and nations

# highlighting and understanding the aes-
thetics practiced in everyday community life

8 increasing interpersonal communications
through interactions with folk artists

® connecting formal in-class learning experi-
ences with less formal out-of-class instruction
by family members through emphasis on im-
portance and value of family traditions

Over the period of four moaths in early 1985, a
series of folk artists visited the classrooms of PS 23
and the Staten Island Academy. Artists were
selected based on their knowledge of a traditional
craft, their ability to work well in a classroom
situation and the quality of their work. Visiting
artists included a ferry boat captain, Norwegian
rosemaler, Ukrainian pysanky maker, Haitian
dancer, Italian marionetter, rope maker, oral
historian, Chinese calligrapher, Irish musician
and Philippine cook. All the participating folk
artists lived and/or worked on Staten Island. Their
visits gave students a chance to meet, watch,
discuss, and try for themselves a wide variety of
traditional arts. The students’ reactions to the
visiting artists, as well as their personal reflections
on the topics and ideas introduced ly the
participating folklorist, form the basis of this
booklet.

In closing, I would like to acknowledge the New
York Foundation for the Arts, the National
Endowment for the Arts (Folk Arts), and the NYC
Department of Cultural Affairs, whose funding
made this project possible. Thanks also to folklorist
Dr. Jens Lund. whose 1983 Survey of Staten Island
Folklife, made possible by a grant from the New
York State Council on the Arts, greatly aided
attempts to Jocate traditional Staten Island artists.
Finally, in addition to those whose names a ¢ listed
above, I wish to thank parents of participating
students who often were asked to serve as
informants, and the teaching staff of both
participating schools.

Nancy Groce
New York
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Traditional Games

Students were encouraged to collect their own folklore. Here are
some of the traditional games played today on Staten Island.

Dah (442 74 )

Dah is a Chinese game that my grandmother taught
me. It is usually played around New Years. Everybody
puts 32 pennies in the center of the table. You play with
six dice. What you roll determines how many pennies

you win.

If you roll then you win
1,2,3,4,5,6 16 cents

2 sets of 3 of a kind 16 cents
3ofakind, 3sand 4's 24 cents
40f4's 32 cents

4 of a kind, not 4’s 4 cents
5of4'’s 64 cents
5of a kind, not4's 34 cents

two 4’s, two 5's, two 6's 24 cents

6 of a kind all of the money left

Jessica Wang
3307, Mr.Criaris, PS. 23

Scully

Directions: Scully is a game in which you have to place a colored bottle cap (see
picture) on a board with numbers from 1 to 13. Put a crayon over the cap and a
match over the crayon to make it melt into the cap for a design. When it dries
make a scully board with chalk and take the cap so you are ready to play. There
is a starting line in which you shoot the cap up to #1 with your fingers, tf‘llen to #2,

3,etc. Once you get to 13, there are four skinnier boxes connected on all 4 sides of LZ 5
the box. One is numbered 1 than 2, 3 and 4. You must shoot the cag into 13, then
1,2,3,4, and back into 13. At that point you are a killer. Then, with your cap you
must shoot your opponent’scap 3 times in a row. Then he is dead and you are the

winner. \ !
John Riccardi R
4-314.Mrs. Man:ifold, PS 23

Ringaleveo

Ringalevio — if you have about 10 people, split them in half. One half hides
and one half counts to 30. One of the people is the jail keeper, to capture someone
you tag them and say “Ringalevio 1,2,3, 1,2,3 1,2,3" and bring them to jail. To
escape you either fool the guard or have another member from your team tag you

without having him tagged.
. Lee Maschler
239 4314, Mrs. Manifold, PS 23
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Jump Rope Sayings

When 1 jump rope I sing songs something like this:

Not Last Night But the Night Before/24 Hours Came
Knockin' At My Door'1 Asked Them What They Wanted
and This Is What They Said,'"Lady, Lady Do the Split,/
Lady Lady Show Your Slip-Lady Lady Do the Kanga-
roo Lady Lady That's Enough For You."

OR
One
Two On Time, Don't Be Late'Mary Has a Date At a Quar-
ter Past Eight . . .

Jessica Dotte
4-314, Mrs. Manifold, P.S. 23

These are sayings my grandmother from England used
to say when she skipped jump rope.

1.1 was in the kitchen, doing a bit of stitching in come
the bogeyman and chased me out.

2. Rasberrv, Gooseberry, Apple jam tart./Tell me the
name of your sweetheart.

Cynthia Carbone
4-1, Mrs. Farley, P.S .23

A Foreign Game
Kabadi

In this Indian game there are 2 equal teams on each
side. The object of the game is to be fast and take deep
breaths. The chosen team picks a player. The %I:l);er
runs to the other side and keeps saying “Kabadi.” When
he tags his opponents, his opponents chase him back. If
he survives his team gets 1 point. If his opponent holds
him until he runs out of breath the other team gets a
point.

Asim Rehman
4-314, Mrs. Manifold, P.S. 23

Kick the Can — if there are 7 people playing, and the

rson who is it has found 5 people, than someone who

asn't been found yet can kick the can and everyone is
free.

Kick the Can

Stephanie Livengood
4314, Mrs Manifold P.S. 23
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Customs and Holidays

When students wrote about their own family’s folklore, they often
described traditions associated vith holidays. Here are some of
their traditions.

Passover

Passover is a festival of freedom. My house receives a special cleaning. Everything sparkles
and shines.

There is a family ceremony called a seder which is held on-the first two nights of Passover.
We sit around a table and read from a book that tells the story of Passover. This book is called
the Haggadah. Everybody reads a part of this and the youngest child asks the four questions.

My father sits at the head of the table. He is the leader of the Seder. Near him is the matzoh
cloth containing three pockets for three whole matzohs. On the table near the leader there is
also a Seder Plate which is prepared in advance by my mother. On this plate Seder food sym-
bols are placed. We do not eat from this plate.

The Seder Plate

1. Bitter Herbs (Moror'—horseradish—It symbolizes the bitter times of the enslaved Israelites
by the Egyptians.

2. Vegetable (Karyeas). We dig a vegetable in salt water. It symbolizes the tears of the Jews.

3. Charoses a mixture of chopped apples, walnuts and ciniiamon with a red wine. It symbolizes
the mortar the children of Israel were forced to make for the Egyptians.

4. Roasted Lamb Bone (Z'roa), it symbolizes God, who influenced the Pharoah to release the

children of Israel from bondage.

5. Egg (Baytzo), a hard-boiled egg that is roasted. It symbolizes mourning for the loss of the
temple. Bully Lustgarten
3-307, Mr. Cruaris, PS. 23

On the Holiday of
Passover the 14th of
Nisan we eat Matzoh
because our ancestors
did not have enough
time to bake brea

when they were freed } g ) '
from Egyp:_. Thirs is | \
a picture of my family )

and me having a Pass- —
over Seder.

The plate with seven dishes:

1. Charoseth
2. eﬁg(hard boiled)
3.s

.shank bone v ‘
4. bitter herb ‘
5. greens 7 '
6. horseradish i

7.salt water

1 Alexis 10" me

2 Alexandra H' . sister
3 Father

4 David 17 brother

5 Dale 13V. brother

6 Mother

Alvais Kulich
Sth. Staten Island Academy




° Customs and Holidays

How I Celebrate

I am going to tell you about EID (Eeed) which is a muslim holiday. It is celebrated after the
month of fasting, called Ramazan is over. On the 28th day of Ramazan, all the muslims go out-
side at sundown and try to sight the new moon. If the new moon is not sighted, everybody goes
back inside and %re ares for yet another day of fasting. If the moon is sighted, it means the
next day will be Ilg. Everybody happily prepares for Eid, i.e. last minute shopping is done;
things are put together and finally, everybody gathers in their friends’ house tor celebrating.
At that time, mothers decorate the girls’ hands with henna in beautiful designs. Henna when
dried and washed off, leaves an orange color on the skin. You can see the girls walking with
their palms outstretched to help the hennadry.

The next morning is EID. All the muslims gather for prayers at the mosque. The Imam leads
the prayer. The men line up behind the Imam, the boys Eehind the men and the ladies and girls
in the back. After the prayers, the Imam gives a speech called KHUTBA, in which he explains
the importance of Eid. When the Khutba is over, everyone rises and embraces each other 3
times and says ‘Eid Mubarik’ which means ‘Happy Eid.’

After the prayers everyone goes home and exchanges gifts. Then everyone sits down to eat
‘kheer, a special dish made with milk and vermicelles. Afterwards, women dress up in very
colorful clothes called a shalwar-kurta. People then gather at their relatives and friends’
houses and celebrate by feasting and exchanging gifts.

Asim Rehman
. 4-314, Mrs. manifold PS. 23
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Addendum #4
FOLKPATTERNS (4-H/MSU Muscum) Project

FOLKPATTERNS is a project of the Michigan State University
Muscum and the Michigan 4-H Youth Programs. [t was initiated in
1979 with a Youth Projects Grant from the National Endowment for
the Humanities, a federal agencey. The basic plan of this innovative
project was to combine the professional subject-arca expertise ot the
folklorists at the MSU Muscum with the educational delivery structure
offered by the 4-H Youth Program to design an alternative method for
vouths who want to learn more about themselves, their families, and
their communities. Staff members of the MSU Museum worked closely
with 4-H statf, volunteers, and teens to develop a program that would
provide an opportunity for youths, either as individuals or in groups, to
explore in an organized way the various factors and influences that
have affected and continue to affect the objects, traditions, and orga-
nizations that exist in their communities. One of the founding
strengths of this plan rested on the fact that both the 4-H Youth
Programs and the MSU Muscum were part of a land-grant university
whose stated mission was “research, teaching, and public serviee,”
particularly as it related to Michigan citizens, Thus the project's
emphasis on researching and presenting Michigan traditions fit
squarely in the overall institutional mission.

Since 1979, 4-1 leaders and youth have initiated projeets both
within and outside schools based on individual or communmity interests
and have showeased the results of their work in schools, libraries,
muscums, and fairs. Projects to date include: an oral history of the
county fairin Houghton Hancock, Michigan:a Family Folklore
Colleetion Center at the 1983 4-H Exploration Days: the rescarch for
and production of a number of county “Friendship Quilts™; a crafts
apprenticeship program at White Pine Village in Ludington: the estab-
lishment of the Muskegon County and Oceana County Folk Festivals:
the production of a 4-H Foodways Cookbook: and the planting of a
“Heritage Garden™ at the Frankenmuth Historical Muscum. The
Michigan folklife extension specialist at the MSU Muscum serves as
technical expert for the project in the sasmme manner that cooperative
extension specialists in other rescarch arcas serve the state.

Through tiae development of training workshops and publications,
the MSU Muscum Folk Arts Division statt has worked effectively with
411 state staff to provide both content information and examples of
model projeets. lneluded in this seetion are exeerpts from several of
the publications that have been developed.

The FOLKPATTERNS program in Michigan has since spawned the
establishment of other state or local 4-H folklife-in-education projeets.
For instance, in North Dakota, a “Foodways” project was closely
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modeled on the Michigan 4-11 materials. However, other states have
developed theirown 4-H program format for folklife-in-education. One
such significant project is the New York 4-H “Heritage and Horizons”
program. A series of projects and/or activities based on the history and
folklore of New York State, this program was developed and coordi-
nated by the Rural Sociology Extension arm of the New York
Cooperative Extension Service. Publications associated with this proj-
ect cover such topies as rural architecture and home crafts. More
information on this series can be obtained from the 4-H Youth
Program Office, Cornell University, Ithaca, New York.

EXCFRPTS:

a. Marsha MacDowell, “"FOLKPATTERNS: A 4-H Leader's Guide”
(4-11 1222), 1982,

b. Christine Tucker and Marsha MacDowell, *Family Folklore”(4-H
1330). 1985,

¢. Marsha MacDowell, “Foodways™ (4-11 1329), 1984,
d. Jane and Lee Tavlor, “Heritage Gardening™ (4-H 1279), 1984,

This material was developed and published by the MSU Museum and
the 4-H Youth Programs, Cooperative Extension Service, Michigan
State University. Initial funding for this project was provided by a grant
from the National Endowment for the Humanitices.
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~Introduction

Before you and your members begin a FOLKPAT-
TERNS project. it would be a good idea to make sure
they are aware of what kinds of information
FOLKPATTERNS deals with. By participating in one
or two introductory activities, your members will
have an opportunity to see if they would be in-
terested in conducting a FOLKPATTERNS project.
Following are suggested warmup activities for
FOLKPATTERNS groups.

Introductory Activities

1. Have 5 to 10 people play the FOLKPATTERNS
card game. Print or type each of the following ques-
tions on the back of a 3-inch by 5-inch index card.
Place the completed cards face down in a pile in the
middle of a table. The first player picks a card and
chooses a second person to answer the question on
the card. After answering the question, the second
player selects a card to ask a third player. This con-
tinues until all the questions are answered.

s

This game has no right or wrong answers. and
there are no winners or losers. After some of the
answers are given, encourage group discussion.

— Do vou know any haunted places? Where are

thev?

-— What kind of bread do vou eat most often?

— Did you ever believe that “beehive hairdos”
contained spider’s nests?

— 1o vou know someone who wears a copper
hracelet to ease arthritis? Do vou think it
works?

— Do you have a particular way of folding clothes
or hanging them on the line?

— When you were young, how did you keep quiet
during church?

—On what occasions do you
photographs?

— What foods do you associate with weddings?

— What food do you eat when you are sick?

~— What food makes your mouth water? When do
you have this mouth-watering food?

— Do you eat the cake or the icing first?

— When you go visiting, do you look into your
host’s linen closet?

— Sing a lullaby.

— Do you know any hand games used to entertain
a child? Demonstrate them.

— Give the group a school cheer.

— Did you ever wear a scapular?

— What is your recipe for a pasty?

— Who sits at the head of the table at a family
meal?

— What games did you or do you play while
traveling in a car?

— Do you have a nickname? If so, how did you get
it?

— How did your parents meet?

— What do you do for good luck?

— What prank did you pull or was pulled on you
in school?

—-- What do you say when someone sneezes? Why?

— How do you get rid of a wart?

— How do you know when it is going to rain?

—Have you ever signed a yearbook or an
autograph bceok? How did you sign?

— Do you know any stories that make you afraid
to babysit?

take family

2. View the film 'Harmonize.” a 20-minute, 16 mm
color film available through the Michigan
4-H—Youth Programs office. The film shows how
five American families observe traditions and share
family histories. After viewing this film with club
members, ask the following questions:

-— What games do you play when traveling in a

car, bus. or subway?

— Does your family have nonsense traditions or

events they celebrate?

— What foods does vour family. have at a holiday

dinner?

— What songs do vou sing in your house?

3. Sponsor a Family Heirloom Day at a local
library, school, or inuseum. Have members bring in
objects from home and attach a tag to each item with
information on what the object is. who made it,
where it came from. what it was used for, who
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owned it, and where it is kept now. Invite family and
friends to see the display.

4. Sponsor an old-time photo day. Provide old
clothes and a few props, then take snapshots. Use
this project as a way for members to collect informa-
tion about their own dress, hairstyles, fashion
costumes, and occupational outfits.

8. Take your group to a folk festival in your area.

6. Have members invite new friends to attend a
club meeting. Have them fill out short-item cards as
as way of introducing each other. Refer to pages
19-21 for instructions on how to use cards.

7. Get a copy of the FOLKPATTERNS slide-tape. a
3-minute presentation that explains what FOLKPAT-
TERNS is. It can be used with a caramate to run con-
tinually and is good to use at a county meeting or
event.

8. Check out the FOLKPATTERNS activity trunk
from the Michigan 4-H—Youth Programs office. The
trunk contains the FOLKPATTERNS game, sample
forms and short-item cards, and some sample hands-
on activities.

9. Plan and participate in HISTOP {History Sharing
Through Our Photographs). HISTOP. which was
created by Nancy Rosen. provides an intergenera-
tional sharing of history through family photogriphs
and attempts to teach both old and voung people the
importance of photographs as historical documents.
HISTOP provides a way for vouths and senior
citizens to share in activities such as creative writing
about history, taking “old-time™ photos, producing
an exhibit of photos, and preserving family
photographs. For more information on the program.
write HISTOP, 1910 Torquay. Roval Oak, M1 48073.

What is Folklore (Folklife)?

The study of folklore, also called folklife. is con-
cerned with the traditional behaviors and expres-
sions that are an integral part of any group of people.
Learned primarily through observation or imitation,
these traditions are passed from one generation to
the next. Thev can include both material culture and
oral traditions aud are found wherever a group of
people share a set of experiences or beliefs.

Frequently people hold misconceptions about
folklore that misguide the inexperienced student or
presenter of folklore, Therefore, it 1s important to
remember the following:

1. Folklore is not necessarily old or old-fashioned.
Though old-time activities might be a kev to
discovering folk culture, they are not always the best
means and certainly not the only means. New
customs and traditions can be found wherever a
group of people share a common background, work
etting, religious belief, education, etc. Singing "Hap-

pv Birthday,” crossing vour finger. for good luck,
making pom-poms to decorate a newlywed's car,
pinstriping a customized van, and attending a
potluck dinner are contemporary traditions shared
by some people.

2. Folklore is found everywhere, All people have
traditions that they keep in their homes. schools,
work settings, countries, and community lives. Folk
traditions are found in urban and suburban settings.
as well as in rural locations. Decorating your garage
door or mailbox, playing street hockey, and telling
someone there are alligators in the sewers are ex-
amples of urban traditions, just as making
scarecrows and telling silo stories are examples of
rural folklore.

3. Folklore is found in everyone, Regardless of age,
sex, race, religion. nationality, or education,
evervone maintains folklore traditions. That means
that the leader, the youth participants, and their
neighbors all engage in some kind of folklorit
behavior. Remember that even very voung children
chant jump rope rhymes, have birthday celebrations,
a-d tell babysitter jokes,

ERIC
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Guidelines for a FOLKPATTERNS Project

Before vou begin a FOLKPATTERNS project. you
will want to have some idea of what training is
necessary, how much time is involved. what
materials are needed, etc. The following information
should help you in your planning,

Age Level of Participants

Although FOLKPATTERNS is designed primarily
for older 4-H youths. many project ideas and skills
can be adapted for younger members.

Leader Skills

FOLKPATTERNS requires resource leaders who
will be able to handle teaching the special research
<kills. who have studied the Leader's Guide, or who
are versed in a particular subject area of humanities,
Professional humanists could play a key role in plan-
ning. assisting. or evaluating a FOLKPATTERNS proj-
ect. Such humanists are people who are engaged in
or are appropriately qualified 1~ be engaged in pro-
fessional activities in a humanities field as teachers.
s holars, researchers, writers. editors. producers, ar-
¢ hivists, or curators. They may be engaged in one of
the tollowing areas: philosophy. ethics, comparative
religion, history, folklore, art history, jurisprudence,
literature, archaeology. linguistics. or classical and
modern languages. Of course. a good leader can rely
on local experts, and FOLKPATTERNS offers an ex-
ceHent opportunity to invite those resource people to
volunteer in 4-H projects. Photographers, archivists,
humanities instructors in high schools or community

colleges. newspaper editors, historical society
members, and museum curators are some of the
humanities resource people who might be asked to
help develop and guide your project.

Remember that other 4-H leaders or members of
other 4-H projects such as photography can be of
special value to a FOLKPATTERNS project. Training
sessions are held periodically for FOLKPATTERNS
project leaders, and your attendance at these ses-
sions should be part of your planning process. Since
popular publications sometimes make folklore col-
lecting seem quick and easy and because almost
everyone knows some folklore. there are some pit-
falls if you don't have the appropriate skills or
resources. Certain basic skills and understanding can
help prevent failures or setbacks.

Youth Involvement

FOLKPATTERNS projects can be carried out by
youths as individuals or in groups, but it is important
that members be allowed and encouraged to develop
their own projects. Make sure that your 4-H'ers have
a voice in any project plan or activity. Beware of
assigning tasks for them; that situation could easily
occur since folklore collecting can be as attractive to
adults as it is to youths. Do not let adult enthusiasm
overshadow the members interests or plans.
Members should. however, be willing to devote the
time necessary to complete at least a short-term proj-
ect. Some vouths will volunteer for some activities
and not others. Leaders should be able to blend
evervone's talents into a total project. Youths will
also have a chance to meet new people from all
walks of life and age groups.

Time Requirement

Usually the best FOLKPATTERNS projects ake
those that occur over a long period of time. even
though they might be started or ended with a special
one-time event. Time spent on the project will be
divided between planning, training, carrying out the
project, and presenting and evaluating the work.
Groups or individuals can initiate a FOLKPAT-
TERNS project anytime during the year. but some
projects might only be able to be carried out during
certain months (e.g.. collecting photographs of
harvest figures in the fall or recording a family’s holi-
day meal tradition).
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Facilities

While a regular meeting space would be beneficial
for members to discuss and share their projects,
FOLKPATTERNS projects will also take youths to a
variety of new locations. Fieldwork and research
will take them to libraries, museums, county records
offices, and archives, as well as to the places where
they will find informants. Perhaps you can even ar-
range to hold your FOLKPATTERNS meetings at a
local library or museum.

Equipment

The kinds and amount of equipment needed will.
of course, depend on the particular problem or proj-
ect that the members choose. However, it is likely
that the following materials will come in handy for
various activities:

1. Planning

— FOLKPATTERNS newsletters, leader's guides.
activity pooklets, and concept booklets. Con-
cept booklets are a series of leader's guides on
special folklore and local history topics.
Shelter, community life, health practices, food-
ways, family folklore, and games are a few of
the subjects of the guides that are being
developed by The Museum, Michigan State Uni-
versity. Contact your county Extension office
for more information about these guides.

— Information on local humanities organizations
(consult your county Extension office for
references).

— Tape measure
— Questionnaires and short-item cards [models
are available from county Extension offices or
FOLKPATTERNS Office)
— Archival materials (acid-free folders, negative
sleeves, file box)

—_—__ Camera(where located:

——— Tape recorder (where located:
——__ Tapes

. Note pads and pencils
—— . Tape measure

COLLECTING AND ORGANIZING

What coliecting and organizing materials do you
have (or can you borrow)?

—_— )

Film

_)

Questionnaires
Short-item cards

File box (where located:
Photo negative sleeves
File folders

S |

PLANNING RESOURCES
What planning resources do you have?

. Concept booklets
FOLKPATTERNS newsletters

information on local humanities
organizations (list below)

1.

2.
3.
4

3. Reporting and evaluating

— Access to photocopier or printing and dupli-
cating source

— Audiovisual equipment
— Display units

-~ Mini-computer and FOLKLORE computer pro-
gram

2. Collecting and organizing
-—— Camera and film
— Tape recorder, tapes, and {it the recorder is an
open-reel model, not cassette) splicing tapes
and scissors
— Note pads and pencils
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1

_. Shde projector (where located:
. Display case (where located: __ .. ... . .

. Computer (where located: .

2
3
4

REPORTING AND EVALUATING

What materials do you have availabie for reporting
and evaluations?

Exhibit space (where located:
Photocopy machine (where located: .

FOLKPATTERNS report form

Who could evaluate your project?
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FOLKLORE ITEM:

®Where Collected ® Date

®Informant’s Name (Person Interviewed) ®Age
® Address

® Collector’s Name (You) ®Age
® Address

oTell Us More..@

Your space for more information on the informant’s background
( ethnicity, religion, occupation, etc.) and the situation where
you collected the information.

Permission granted to deposit this card in the MSU Folklore Archives for educational use

Gollector's Initials____ Informant’s Initials

The Museurr
Send completed % FOLKPATTERNS Mighiga:es;ate University

cards to: East Lansing, Michigan 48824

Figure 4. Short-itein ~rd.

-
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< ACTIVITY e W
e IDEAS ""“E

Atyvour next 4-H club meeting, have the members try
filling out short-item cards. Follow these suggested
steps:
1. Have each member choose a partner.
2. Have Partner A ask Partner B to choose one of the
tollowing folklore topics:
—jump rope rhymes
foodwavs savings
- good luck beliefs
- autograph album verses
- knock-knock jokes
- s¢hool team chants
---home remedies for colds or flu
—origin of nicknames of tamily members or
tfriends
@ " Partner B should give an example of the chosen

category while Partner A records the example on a

short-item card. Partner A should remember to do

the following:

a. Next to folklore item, write which of the above
categories Partner B has selected.

b. Record where and when the information is be-
ing recorded {e.g., at a 4-H meeting).

c. Write the informant's name (the name of the
person giving the information).

d. Record the informant's address. Don't forget zip
code and county!

e. Write his/fher name and address under “"Collec-
tor.”

4. On the back of the card. there is space for
members to record more information about the in-
formant's background and the situation where the
information was collected. In order to get this in-
formation members will probably have to ask
some more questions. Here are some sample ques-
tions:

— Where did you learn that saying?

— Who taught it to vou or did vou just hear it
somewhere?

— How old were vou when vou first heard it or
when vou used it?

-— What nationality are you? Where were vou
borr

— How old are you?

5. When Partner A has completed the card, it's time
for Partner B to ask for information. He/she
becomes the collector while Partner A becomes
the informant,

6. When everyone has finished completing a card,
have the members read the results. They will be
surprised at the variety of answers and at what
thev will learn about folklore and each other.

Have 4-H members collect school cheers by inter-
viewing adults who were cheerleaders or athletes,
teachers who remember cheers, or students who are
currently cheerleaders, Record the cheers, when they
were used, and where thev were used on short-item
cards,

Tell members to write down 10 proverbs they hear in
evervday usage. At the next meeting members can
tell each other what they heard and discuss how
many of the proverbs they know. The common prov-
erbs can be arranged by tvpe, informant, or social
group, and distributed in a small pamphlet with a ti-
tle like “Folk Proverbs and Savings from Ingham
County Collected by 4-H'ers.” Include on the cards
the meanings people attach to the proverbs and in-
formation on the collection and the informants, This
activity could lead to other areas of investigation in
W pommunity.
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FOLKPATTERNS Fieldwork Data Sheet

1. This information is about you, the collector.
Name of collector Number

4
R

Permanent address Date

Tape number
Where the interview took place Phone

. This information is about the person you interview.
Name of informant

Address Phone

Others present at interview {name and address)

NS G

NCOSSNEICIANCISONEICINCIL

i

Has this informant been interviewed by a FOLKPATTERNS interviewer before?
(If no, complete all the following sections; if yes. skip to section II1.}
Informant's birthdate and place of birth

Informant's parents’ names

Parents’ nationality or ethnic origin

When and how did family immigrate to the U1.S.7

Languages spoken other than English

Names and ages of informant’s sisters, brothers, and children __.

Education, training, apprenticeship ...

Qccupations (tvpes of jobs held and wheny ____ .

Religious affiliation and activities _ ____

!
l
i
|

Community activities___ . ...

|
|

Special hobbies or interests e e i e

lmportant eventsduringlife______

. This is about the actual interview.

Subjects covered in the interview ___

How, when, where. and from whom did informant learn this information? _

Are there any photographs available of the informant? . Where are they located?

Has the inforniant ever been teatured in o newspaper or other publication?  _If so, where and when?

Did the informant recommend anvone else to interview (names and addresses)?

Anyv additional information

ST SAONSIOL FIFNENGEICONGVNCLEIILTTRG

1V. Has the informant signed the release form? .

X 22 St S Nl St e 21 Il e N

Figure 6. Sample uestionnaire.
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Observation and Documentary
Tools

Because the folklorist wants to document tradi-
tions as thoroughly as possible, he/she preserves the
sights, sounds, smells, and feelings of a tradition by
utilizing modern electronic tools to augment his/her
own senses. The tape recorder, camera, and note pad
are the basic components of a documentary tool kit.
Yet the researcher should be sensitive to the ap-
propriateness of these tools to each situation he/she
encounters when collecting and to each informant
from whom he/she collects.

Tape recorder

By being able to refer to recordings, the researcher
can have the accuracy the task of documentation
demands. Thus, the tape recorder in an interview
situation becomes an aid to memory and hearing.
Nonetheless, the interviewer should not impose the
tape recorder on an informant. Permission to use the
tape recorder should be requested if the interviewer
thinks it's appropriate. If necessary, he/she should
explain the reason for using the recorder: 'So | can
recall what we talked about,” ""So 1 can have an ex-
ample of your singing to play for others.” or *'So we

can have a record of your stories told in your voice.”
The tape recorder does not, however, replace the
note pad. An interviewer should take notes on any
situation which he/she records to accompany the
documentation. Often there are "asides’ made that
an interviewer can note and that the machine cannot
capture.

Before your members actually begin asking ques-
tions, it is a geod idea for them to state the date, their
name, where they are, and whom they are interview-
ing. In that way they have a recorded reference to the
tape, as well as a written one. They should also try to
avoid having the informant perform for the tape
recorder; the task is to make the informant feel as
natural as possible and to talk comfortably. If the
recorded session ends before the tape itself ends, the
interviewer should indicate this in the recording so
that people listening to the tape later will not have to
listen to long passages of silence for fear they've
missed something.

Your members should choose high quality
machines and the highest quality tape. Modern
cassette recorders provide portability and ease of
handling, although the sound quality is generally not
as good as reel-to-reel recorders. As a rule of thumb,
cassettes should be used for preliminary interviews,
and reel-to-reel recorders should be used for musical
performances or narration thet may be presented at
a later time. External microphones of good quality
should be used. Built-in microphones in modern
recorders are not of good quality and fail to pinpoint
the source of the recording. Make sure members are
familiar with all operations of the tape recorder and
encourage them to check the recorder before they go
to an interview. Sometimes they may even want to
recheck the machine at the interview. They should
provide plenty of tape and extra batteries. Extended
play tapes should be avoided because they stretch
and do not last.

The tape recorder is also valuable for presenta-
tions. Slides can be synchronized with tape recor-
dings to produce an audiovisual show on a project.
Members could also prepare an audio program for
radio or club and class presentations of songs or
stories. They can also use examples on tape to spark
an informant’s memory of traditions. Members
should remember that the guiding principle of the
tape recorder in the field is to respect the informant's
wishes and to make sure the tape recorder is ap-
propriate and helpful to the situation.

Camera

Although it is not necessary, a camera is a useful
piece of equipment which can provide a visual
record of an object, event, and/or interview. It can
also be used to copy any documentary records that
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Suggestions for Further Reading

Books

The following books give general overviews of
folklore and folklife study or they offer instructive
descriptions of Michigan folklife. Consult these
works to help guide and inform your project
members. The books can be obtained from most
large libraries and bookstores (or direct from the
publisher where indicated). You and your 4-H'ers
might ask your local library to order some of these.

Brunvand, Jan Harold. The Study of American Folk-
lore: An Introduction. 2d ed. New York: W. W.
Norton, 1978.

Since the first editior of this book was printed in 1968, it
has been a basic textbook in introductory college folklore
classes. The central concern is defining and describing the
genres and texts of folklore. The book contains five basic
sections: Introduction, Oral Folklore, Customary Folklore,
Material Folk Traditions, and Appendices (Sample Studies
of Folklore}. Each chapter has bibliographic suggestions for
further reading and research. 460 pp.. Index.

—_— Folkiore: A Study and Research
Guide. New York: St. Martin's Press, 1976.

This short book is a companion to Brunvand's college text-
book. It offers guidelines for writing a research paper on
folklore and for identifving major bibliographic sources tor
folklore study. It includes a useful glossary of basic terms
in folklore study. 144 pp.. Index of Authors, Glossary.

. ed. Readings in American Folklore.
New York: W. W. Norton, 1979.

This anthology of representative studies of American
folklore and folklife is aimed at the undergraduate. The ar-
ticles fall under four main headings: Collections of
American Folk Materials, Folklore in Context, Analysis
and Interpretation of American Folklore, and Some
Theoretical Perspectives in American Folklore. Of interest
to people in Michigan are Aili K. Johnson's essay. ““Lore of
the Finnish-American Sauna,” and Richard M. Dorson’s ar-
ticle, “Folklore at a Milwaukee Wedding." Both contain
AMichigan material. Brunvand introduces each article with
prefatory comments and bibliographic suggestions. 466 pp.

~offin. Tristram Potter. ed. Our Living Traditions:
An Introduction to American Folklore, New York:
Basic Books, 1968,

This volume of 25 general topics on the study of folklore
was originally intended to explain Amer an tolklore to
other countries. But in its present torm, it is also a usetul in-
troduction for Amercians to tolklore studyv in Amerca
Notable contributions include “A Detinition of Folklere”
“Wavs of Studving Folklore,” “Legends and Tall Tales”
“The Folk Caames of Children,” “Folk Speecl,” and “Labos
Lare 401 pp . index
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Cumming, John. A Guide for the Writing of Local
History. Lansing, Mich.: Michigan History Division,
1974.

This booklet provides an introduction to researching,
writing, and publishing local histories in Michigan.
Numerous examples of research tools, writing formats, and
publishing hints are given. 54 pp.. Index.

Degh, Linda, ed. Indiana Folklore: A Reader. Bloom-

ington: Indiana University Press, 1980.

This book is a good example of descriptive folklore studies

in one state. This collection is especially versed in modern
legends and beliefs. but it also includes sections on "Old
Crafts and Skills,” “Place Names and Oral History.”" and
“Folk Medicine and Magic.” A Bibliography of Indiana
Folklore is appended to the book. 311 pp.. Index.

Dewhurst, C. Kurt, and MacDowell, Marsha. Cast in

Clay: The Folk Pottery of Grand Ledge, Michigan.
East Lansing: Michigan State University, The
Museum, 1980. (Order direct from publisher for
$5.)
This publication is an example of a material folk culture
project at the community level. Dewhurst and MacDowell
explored the role of a pottery in a south-central Michigan
town. They discuss the history of the pottery and the
creativity displayed in the folk creations made by the
workers. 73 pp.. Bibliography.

. Downriver and Thumb Area
Michigan Waterfowling: The Folk Arts of Nate
Quillen and Otto Misch. East Lansing: Michigan
State University Folk Culture Series, The Museum,
1981. (Order direct from the publisher for $3.50.)
This material is an example of research into folk arts
associated with Michigan hunting traditions. Through the
oral biographies of two boat builders-decoy makers, por-
traits of life in the waterfowling regions are presented 14
pp.

... Rainbows in the Sky: The Folk Art
of Michigan in the Twentieth Century. East Lans-
ing: The Museum, Michigan State University.
1978. (Order direct from publisher for $6.)

F'his book is a good example of a collection of material fotk
culture in Michigan worked into a public exhibit. The
catalog, which is arranged by artist. documents the lives ot
several folk artists and their creations. Included in the
catalog are an introduction to folk art studv and a
hibliography 128 pp.
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Dorson, Richard M. Bloodstoppers and Bearwalkers:
Folk Traditions of the Upper Peninsula. Cam-
bridge, Mass.: Harvard University Press, 1952.

This book. by one of America’s premier folk lorists. is a col-
lection of tales from Michigan's Upper Peninsula. Included
in the book are occupational stories of lumberjacks.
miners, and lakesmen; the ethnic tales of Finns. French,
Canadians, and Indians: and regional folklore of Upper
Peninsula residents. Dorson includes notes on the tales and
an index of informants. place names, and ‘ale tvpes. 305
pp.

— . American Folklore and the Histor-

ian. Chicago: University of Chicago Press, 1971.
It vau are especially interested in the relation of tolklore to
history. Dorson includes some of his renowned essavs on
“Oral Tradition and Written History,” “Local History and
Folklore,” “Defining the American Folk Legend.” “Folklore
Research Opportunities in American Cultural History.”
and “Folklore in Relation to American Studies.” He also
has sections on “Folklore in American Literature” and
“Fakelore”" 231 pp.. Index.

e &d. Folklore and Folklife: An Intro-
duction. Chicago: University of Chicago Press,
1972.

his book is a basic text tor surveving the genres and
methods ot folklite and tolklore study The genres tall
under the categories of oral folklore, social folk custom,
material culture, and folk arts. Covered under methods are
tieldwork. archiving, the use of printed sources. museum
work in folklite. and folk atlas mapping. Dorson introduces
the book with a survey of the major concepts currently cir-
culating in tolklore and tolklite study. 561 pp.. Index, Cone
tributors.

oo, American Negro Folktales. Green-
wich, Conn.: Fawcett Publications, 1967,

This inexpensive paperback includes tales trom Calvin,
Benton Harhor, Covert, Idlewild, Inkster. and Mecosta m
Michigan. Dorson gives transcripts ot the tales with annota-
tions. An introduction describes the locales inwhich he col.
lected and the people from whom he collected. 378 pp.,
Hibhography, Index ot Motits, Index ot Tale Tvpes

cmvrmr e American Folklore, 2d rev. ed. Chi-
cago: University of Chicago Press, 1977,

This book. which was originally published in 1959, is o
classic work on American tolklore. Dorson has o decidedly
historical bent ward tolklore studv. His sections include
Colonal Folklore, Native Folk Humor., Regional Folk
Cultures. [mmigrant Folklore, The Negro. Folk Heroes, anil
Modern Folklore. Appended to the book are lmportant
Dates in American Folklore, Bibhographic Notes to his
Chapters.a Fable ot Motts and $ale Tvpes.and an hdes
338 pp.

Evans, George Fwart. Ask the Fellows Who Cut the
Hay. L.ondon: Faber and Faber, 1961,

Although this book describes Enghish raral lite, it suggests

the value ot aral hastory and tolklite to o collection and in.

terpretation ob people’s traditional wavs ot living. The sec-

tions, which are arranged by intormant, cover areas such

Q 8 sheep shearing, bacon and ham cunng, taking the
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harvest, fairs and occasions, school, and old words and
sayings. 262 pp.. Appendix. List of Sources, Index.

Family Folklore Program of the Festival of American

Folklife. Family Folklore. Washington, D.C.:
Smithsonian Institution, 1976. (Order direct from
publisher for $3.)
This collection of narratives compiled by the Family
Folklore Program can serve as a guide to possible areas for
investigation by 4-H'ers. Included are suggestions for inter.
viewing vour own family and a list of publications for fur-
ther reading. 94 pp.,

Georges, Robert A., and Jones, Michael Owen. People

Studying People. Berkeley and Los Angeles:
University of California Press. 1980.
For those leaders directing and undertaking tieldwork in
FOLKPATTERNS. this book provides perspectives on the
problems and procedures of fieldwork. By focusing on the
experiences of anthropologists. folklorists, and sociologists,
Georges and Jones provide rich insights into the nature ot
people w o study other people. 178 pp.. Index, Notes.

-
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Glassie, Henry, Pattern in the Material Folk Culture
of the Eastern United States. Philadelphia: Univer-
sity of Pennsylvania Press, 1968,

Examining the
culture--is  an

physical aspeats ot tolklite--material
essential - part  of  understanding  the
American experience. Glassie aptly demonstrates how ar-
titacts can be used as evidence tor the ditfusion of ideas in
America. He also uses variation in folk artifacts {especially
architecture] as an index to the formation of American
regions. Appended to the hook is an excellent bibliography.
316 pp.. Index.

Goldstein, Kenneth S. A Guide for Field Workers in
Folklore. Hathoro, Penn.: Folklore Associates,
1964. Reprinted by Gale Research Company, Book
Tower, Detroit, 1974,

This ook is one of the basic texts tamiliar to all tolklorists
It covers the problems and procedures of tieldwork -
tluding  formulating  the  problem  statement.  making
pretield preparations, establishing rapport, and observa.
ton and interview collecting methods. 1t alse discusses the
motivation and remuneration of informants. The pretace
was written by Hamish Henderson, 199 pp., BibLiography.
Ilex

Hand, Wavland D.. ed. Popular Beliefs and Supersti-
tions from North Garolinu. The Frank C. Brown
Collection of North Carolina Folklore, vols. 7 and
8, Durham, N.C.: Duke University Press, 1964,
Faon though the 8.569 beliets 10 this collection come ex.
Clnsively fronn North Carelina, the editor puts them in a na-
tial context by wmeans of his full annotations  The
thassitication systenn used here and elsew hete Je g0 in the
Puckett collection histed on the next page] lias become
standard Vol 7 Vol 8,677 pp. Index
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Appendix A
Glossary

Archive
Context
Craftsperson
Documentation
Ethnic group
Fieldwork
Folklife
Folklore

Folklorist

Function
Genres

/
Informant

Interview

Material culture
Oral traditions

Tradition-bearer

Traditions

Transcription

Any depository for collected folklore that is arranged by types, in-
formants, regions, and collectors.

The physical and social surroundings in which an item of folklore
is presented or collected.

A person who practices a skilled trade or profession and who
generally learned through an apprentice system or through observ-
ing an example.

The recording of oral or visual skills, places, people, or things.

A group which defines itself or is defined by others as sharing basic
cultural and social traits.

The process of collecting information for the purpose of preserving
knowledge.

The total traditional aspects of a culture including material and
customary traditions.

Though usually the same as folklife, it sometimes refers only to the
spoken and written lore.

One who collects folklore.

The role which an item of folklore performs in society or in the life
of a certain individual.

Categories of folklore which can be distinguished from each other
by standards of form. content, style. and function.

A person who provides information on the topic being researched
or documented.

A structured conversation which seeks facts or information.

The tangible creations or customs of people including foodways.
arts, costume, etc.

Customs or beliefs which have not been written down but which
have been passed from one person to another by word of mouth.

A person who knows traditional information or skills.

The passing of knowledge. customs. beliefs. or practices from one
generation to the next,

Writing or notaling taped folklore information.




Appendix B
Subject Index

The following subject headings and subheadings
can be used in indexing materials collected through
FOLKPATTERNS projects. These subject listing have
been compiled from the subject listing used by the
Florida Folklife Center: The Folklore Archives of The
Museum, Michigan State University: and the Mich-

igan 4-H—Youth Programs project areas. As you and
your members collect and index your m ..erials you
may find that new subject headings or subheadings
are needed. Whatever subject headings or
subheadings you choose, remember to use them con-
sistently.

Afro American
Belief
Custom
Slave Narraltive
Ag Expo Davs
Agriculture
Crops
Farms
Livestock
Machinery and Tools
Methods .
Alcoholic Beverages
Allegorical Painting
Amish
Animal Husbandry
Dairying
Domesticated Animals
Poultry Raising
Animals
Cats
Cows
Dogs
Goals
Horses
Pets
Sheep
Architecture
Barns and Outhuildings
Hridges
Houses
Mills
Non-Farm Buildings
Art
Auctioneering
Auctioneers
Automobiles
Autograph Verses
Baskets
HBasketmakers
Basketmaking
Heekeeping
Beliets
Animals, Animal Husbandn
Birth, Intancy, and Childhood
INOTE: includes pregnancy)
Cosmic Phenomena: Times, Num-
bers, and Seasons
Death and Funeral
Economic, Social Relationships
Fishing and Hunting
Home, Domestic Pursuits

Q
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Human Body. Folk Medicine
Love, Courtship, and Marriage
Miscellaneous
Plants, Plant Husbandry
Superstitions
Travel, Communication
Weather
Witcheraft, Ghosts, and Magical
Practices
INOTE: includes astrology. voo-
doo, palmistry. water dowsing)
Bibliography
Birdhouses
Birds
Blacksmiths
Boatbuilders
Boatbuilding
Boats
Boxes
Broommakers
Broommaking
Brooms
Butchering
Calligraphers
Calligraphy
Camp Meetings and Revivals
Campus Lore
Canadian-American
Candlemakers
Candlemaking
Candvmakers
Candymaking
Canes
Carpentry
Carvers
Carving
Caves
Cedar Fan Carvers
Cedar Fan Carving
Chain Letters
Chainsaw Carvers
Chalk Talks
Childten’s Lore
Counting-out Rhvmes
(rames
Jump-rope Rhymes
song Parodies
(.}ithing
Clowns
Collections
C.ommunication

[ 89)
n
x

Community Life
Characters
Events
Festivals
Stories

Computer Folklore

Cooperative Extension Service

Coppersmiths

Counter-culture Folklore

INOTE: includes drugs)

County Fairs

Coverlet Weavers

Coverlets

Cowbhovs

Crimes

Criminals

Crocheting

Customs
Calendar
Courtship and Marriage
Dance
Dress
Food
Funeral
Occupational

Dances

Decoy Carvers

Decoys

Dialedts

Dinosaurs

Disasters
Accidents
Epidemics
Fires
Floods
PBH
Shipwrecks
Snowstorims
Tornados

Dodctors

Dollmakers

Dolls

Drawings

Dressmakers

Dressmaking

Dutch-American

Dveing

bducation
Country Schools
School Activities
Teachers
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Introduction.

Examples of Family Folklore Include . ..

. how you got your name.

. the way you all chuckle over certain family photos.

. what you'll do at the birthday party tomoriow.

. how you say good night to each other at bedtime.

. the vampire face your cousin makes with the flashlight in the dark.

. all the places you have lived.

. those boxes of old papers, toys, baby things, and junk stored way up in the closet.
. the way your dad barbecues ribs.

. the stories your mom tells about Great-uncle Rodolfo.

FAMILY FOLKLORE IS
the way your family captures its experiences
and keeps its past alive.

Who Is in Your Family?
Your family includes:

* Your immediate family-—-parents, brothers and sisters, step-parents, and step-, half-, and
adopted brothers and sisters.

® Your larger family —aunts and uncles, cousins, grandparents, nieces and nephews, and other

relatives,

Others may be part of your family too. Don’t overlook:

The friend of the family you call “Uncle Henry,” even though he's not really your uncle.

Your babysitter and the people in that home.

The people you live with.

The friends and neighbors who join you for holidays and vacations.

An exchange student.

Anvone at all who feels like family to vou.

Keep this definition of family in mind throughout vour adventures in familv folklore.

Family Folklore Goals

The goals of a 4-H FOLKPATTERNS familv folklore project are to develop:

Knowledge about what family folklore is and why it is important.

Understanding and interest in the diverse wavs in which families preserve the past,
Understanding of vourself, vour family, and vour family folklore.

Interest and skills in collecting and preserving tamily folklore.

Positive attitudes toward the process of creating and collecting family tolklore as something
essenttal, meaningtul, and enjoyable.

Appreciation: for the uniqueness of families and family heritage.

® A sense of the human life cyele and how family members experience it.

o ———————————————————————————————————————————————————
#
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Family Folklore Is Different from Genealogy

Genealogy usually refers to preparing a family tree or knowing the name of your ancestors and
the dates during which they lived. Family folklore goes beyond this by looking at the stories and
traditions of both new and old family members. Genealogy knowledge is useful for understand-
ing who your family members are and for appreciating those family stories and traditions.

For example, a document proving that Martin’s Greatgreatgrandma Esther settled in
Michigan in 1890 is indeed interesting. But to a family folklorist, the story Martin's family tells
of Grandma Esther’s pies would be far more interesting:

Grandma Esther cut a design she called “flving geese” into the crust of each pie
she made. You see, geese meant something wild and wonderful to her. She loved
the sound of geese honking and would run outdoors to catch a glimpse of them
in flight.

This tamily tradition lives on today. The pie makers in Martin's family decorate their pie
crusts too. and thev especially savor the sight and sounds of geese in flight, just like their Esther
Jid so long ago.

Family folklore means looking bevond facts and dates to the effects family stories and tradi-
tions have on people todav.

Seven Convincing Reasons for Exploring Family Folklore

1. It's tun.

2. h‘\' il” uround volul. anil\' (0”\'10[‘(‘ IS l‘t‘lnﬂ (T(‘&l((‘d ;md ’il\\(‘d dm\'n Tlght fhi.\' minute
t
\\'hcrc\'cr {ﬂlhlh(‘.\ li"'(‘ on cami‘..

Q
ERIG 258 BEST COPY AVAILABI!

260




Q

ERIC

Aruitoxt provided by Eic:

Family Folklore Card Game

PURPOSE: To learn what family folklore is

YOU'LL NEED: 2 to 10 players
32 index cards (3- by 5-inch) or small pieces of paper
Pen, pencil, or typewriter

TIME: 20-60 minutes

HOW TO DO IT:  Print or type each of the following questions on the cards.

Place the completed cards face down in a pile in the middle of
a table. The first player picks a card and chooses a second
player to answer the question on the card. After answering
the question, the second player picks @ card to ask a third
player. This continues until all the questions have been
answered. This game has no right or wrong answers, and there
are no winners or losers. After some of the answers are given,
let others share their answers to the same question. By sharing
answers to questions, the players will see that there are manv
similarities in the ways in which other families traditionally

behave.

Questions

— What music, songs, or musical in-
struments does vour family enjoy!

— How did vour parents meet and get mar-

ried’

— Do vou own anything that is not worth

much money, vet it is a prized possession

"y

vou plan to keep “forever
— Think of a holidav and the foods vour
family prepares for it. What one food
would vour familv be sure to include in
the celebration?
~Isth ¢ anvthing that has been passed
Jown through the generations in vour
family? Tell its storv. {This could be an
object or a tradition.)
id vou have any beliets or fears when
vou were very voung that vou no fonger
hehieve or fear!
Describe vour favorite tamily
photograph.
CCan vou recall the funmest mistake or
worst accident that has happened in
vour kitchen!

— Where do vou keep vour personal
treasures!

— How did vour family celebrate a recent
holidav or special occasion!

— Describe a favorite costume or dress-up
outfit you have worn.,

— Have vou ever bought or collected a
souvenir?

— Is there an activity vour familv does cach
vear in the spring, summer, fall, or
winter!

~ What do vou do to get well when vou
have a cold!

What spedial privileges does the birthday
person in vour family have on hisor er
birchdav?

~ s there a food vour tamily prepares thar
others consider mouthwatering!
Can vou think of a practical joke or
prank that vou have pulled or that has
been pulled on you!
What does vour family Jdo for tun on the
weckend! Onalong ride!?

$-H FOLKPATTERNS @ Cooperative Extension Service ® Michigan Stare University
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— What did you do with your baby teeth
when they came out?

— Do you know the story of your name or
nickname?

— Have you been to a family reunion, wed-
ding, or anniversary party! How did you
celebrare?

— Has your family saved any of your baby
things such as toys, clothes, or identifica-
tion bracelets!?

— Can you tell any of the stories you've
heard your family tell again and again!

— Does anyone in your family make faces
or use gestures when they talk or at
other times!?

— What is your favorite holiday and how
does your family celebrate it?

WHAT ELSE?

— Can you name all the places you have
lived since you were born?

— What do you remember about bedtime
when you were very young!?

-- Were there any rules in your home that
you couldn't break?

— How did your grandparents carn a
living?

- Has your family had any unusual good
or bad luck?

— Tell about a “first” for you—your first
time to sleep over with a friend, first pet,
first travel alone, first food you learned
to cook, etc.

— Is there an evil or strange character in
your family? Who is it and why?

Can you add more questions to this list? Try plaving this game
at a family event.

260
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Family Folklore Checklist

PURPOSE:
YOU'LL NEED:
TIME:

HOW TO DO IT:

- Family photographs
. Famuly recipes
. Singing or music
. Holiday celebrations
. Crafts
Scrapbook
- Famuly stonies
- Games
. Family Bible
Needlework
- Qutes
Letters
Familv reuntons
O upittions
. Famuly traditions

School mementos

Other:

To identify some of the ways your family keeps its past alive
Pen or pencil
10-15 minutes

This checklist includes many different ways families preserve
the past. Each family uses some of these ways more than
others, so some items on the checklist may not be as familiar
to you as others. First read completely through the checklist.
Then put a check next to the things your family does to
preserve its past. If your family has other ways, write them in
the space below.

Family Folklore Checklist

i Dets
i Family expressions
.2 Family jokes
i Childhood belongings
.+ Meal time traditions
. : Gardening
L. Souvenirs
... Home furnishings
. Dancing
" Tape recordings
T Book making
PU(‘“’V
C U Greeting cards
Clothing

- Semething passed down from
another generation

4+.H FOLKPATTERNS @ Cooperative Extension Service ® Michigan State Uni\'ersit;
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Story Starters—Stories about Myself

PURPOSE:
YOU'LL NEED:

HOW TO DO IT:

To record family stories about yourself
Writing paper
Pen or pencil
Tape recorder and blank tapes (optional)
A partner
Varies
l. Read through the five sections:
¢ My Life s a Baby
e My Lite as a Little One
® My Life as a Student
® My Life as a Young Person
¢ My Life as | Enter Adulthood
2. Choose one or more story starters.
3. You have three options:
Option #1: Tell the stories of your choice to someone. Then
switch roles. Give your partner a chance to tell his or her
stories while you listen.
Option #2: Write down the stories of your choice.
Remember, things that are written down can be read and
reread. They are casy to share and they last, so it's worth the
effort. Be the author of The Stories of My Lifc!
Option #3: Tape record the stories of your choice. To learn
how to tape an interview, refer to pages 25-26 of 4-H 1222, 4-H
FOLKPATTERNS Leader's Guide.
4. Hint: your family can help vou with this activity. Stories
about vou as a baby or as a little one may be news to vou!

MY LIFE AS A BABY

Where [ was born—city, hospital, cte. The kind of baby [ was

\X'hm | likt‘d to dn

Cretting mv

hospital (betore T was born)

and me o the My first words

- My favorite tovs or games

4-H FOLKPATTERNS o Cooperativ - Extension Service ® Michigan State University
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Accompanying Activity

Sheets:

Hidden Stories in Your Fanuls
Photographs

Famis Histors v, Famls
Masters

Photographing Famils

Iraditioms

ERIC

Aruitoxt provided by Eic:

Family Photography

Have vou ever . ..

. said “cheese” as someone took your picture!
. felt a million miles away while looking at photographs of your greatgrandparents!
... dragged out the photo album or boxes of photos to amuse yourself?
. wished you knew more about the people in the older photographs?
... posed in front of some famous landmark?
_. done something silly while you were being photographed?

{ tradition—family photography. Family photography is a very popular way that

4 families use to preserve the past. A celebration just isn't complete until the camera

3 clicks away and everyone present has been frozen on film, Leafing through the
e e fily photo album or pouring over a box of jumbled photos has become an en-
jovable family tradition for countless families.

ri‘"i F YOUR ANSWER to any of these is “yes,” then you are part of a great American
b
;

“We have a picture a lot like that one”

It's interesting to think about which parts of the past tamilies choose to capture and preserve
through photography. Shots of everyday routines like walking to school, vooking dinner, or
stopping at the gas station are hard to find. Obviously, people spend much more of their lives
doing these things than celebrating birthdays. But what they usually photograph is themselves
looking their Sunday best on special days, doing things they're used to seeing people do in
photographs!

As vou study vour own family photos, think about both what you see and what vou don't see.
What kinds of davs were special enough for picture-taking in vour family?

Family Photography Fun

Following are some activity ideas for family photography fans. Use these in addition to the ac-
rivity sheets included in this packet.

1. Years Ago on This Day—Prepare for an upcoming holiday or family celebration by
. hering photos taken on that same occasion in previous years. When the big dav comes, spend
time with vour family looking at the collection of photos. Discuss how things have changed for
vour family and how vour celebrations have changed. You might want to recreate an earlier
photo by posing the same way, just for fun.

2. A Picture Is Worth Some Words—It's the vear 2045, Imagine that your great-
grandchildren are looking at vour family photos, wondering about the people and the stories
behind them. Why not do vour descendents a favor and write down or tape record what vou
know about a few of your favorite photos? Include not only names and dates, but details of what
the dav was like. This should be simple for photographs of vour hfetime. But don't stop
there ...

3. Detective Duty —Sort vour family photos into three groups: laneled, not laheled, and
muvstery photos (those you know little or nothing about). With your family's help, label the
unlabeled photographs by writing lightly on the back<in pencil in the space where the margin is
located. Label slides by writing on the paper frame that holds the slide.

e —————————————————————e
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Maybe you'll be lucky enough nor to have any mystery photos. In that case, give a pat on the
back to your relatives who have kept the collection in such good order. If you do have a stack of
mystery photos, you have a challenge ahead! Choose a few to make copies of on a photocopy
machine. On a separate sheet, write down anything your family knows about the photo, plus
any questions you have about it. Distribute the mystery photo along with your notes and ques-
tions to as many family members as possible. Do this in person or through the mail, Consider
other friends and neighbors of the family who might have clues. Cross your fingers, share the
resules, and keep at it, Sherlock!

4. Get Clicking and Learn about Photography—Learn photography using the 4-H
photography series booklets (4-H 1204 through 4-H 1211). These bulletins cover the basics of
photography and more, from exploring your camera to making a movie.

Participate in other activities to sharpen your photography skills. Practice photographing peo-
ple, places, and events. Learn to use a copy stand to make copies of photographs. Find a resource
person in your community to teach you about the types of old photographs and their preserva-
tion and restoration. Tour a darkroom or photo processing laboratory. Refer to 4-H 1222, 4-H
FOLKPATTERNS Leader's Guide, to learn akout labeling and organizing all types of
photographs.

5. Participate in a 4.-H FOLKPATTERNS Photo Opportunity. For more informa-
tion, contact your county Cooperative Extension Service office.

6. Participate in the HISTOP Program—HISTOP stands for History Sharing Through
Qur Photographs. This program teaches the importance of photographs as historical
documents. It is a way for young people and senior citizens to share in a variety of activities such
as creative writing about history, making an exhibit of photos, and preserving family photos.
For more information, write: HISTOP, 1910 Torquay, Royal Oak, Michigan 48073.
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Accompanying Activity

Sheets:

Keepsakes Profile

Peronal Treasure Keepsake
Exhibut

Famus Treasure Hunt and
Keepsake Notebook

A Place for Frersthing and
Eversthing in Its Place

Family Kecpsakes”

) E PEOPLE weren't sentimental, or proud of their families, or dedicated to preserv-
t 4 ing the past, there would be absolutely no:

F | * Keepsakes: anything people keep or give to someone else to keep

! . ® Heirlooms: any family possession passed down from generation to generation
bl Souvenirs: something kept or given for remembrance

Personal treasures: anything liked too much to give or throw away

Can you imagine life without your junk drawer, your greatgrandma'’s locket watch, your
Mackinac Island T-shirt, or the tiny flag your pen pal sent? Don’t worry about it. If you are at-
tached to your treasures, you're like people everywhere who preserve the past through their
possessions.

The Nature of Family Keepsakes

Some typical things families save besides photographs are possessions of family members who
have passed away, documents and papers, and functional things like tools and household furn-
ishings. Other keepsakes are not so typical, like a vial of soil from an ancestral homesite,

Occasionally these treasures have historical value, like a diary kept bv a relative who was a
lumberjack during Michigan's white pine era. Some heirlooms are antiques and are worth
money in addition to their sentimental value. (This isn't why they are called heirlooms. An
heirloom is any family possession passed down from generation to generation.) Family work and
crafts traditions are evident in items such as recipe books used in a family bakery and in
needlework pictures.

Objects can bring a flood of memories. Having Mother's ring holder on the kitchen sink win-
dowsill takes its owner back in time to where it used to sit in her childhood home. Family stories
and values are taught through objects too. An original Mother's Day poem reminds one woman
of the love her children showed once when gifts weren't affordable. All possessions, whether re-
cent, tattered, or ordinary, are treasures in their owner's eyes because they give a feeling of home
and family.

What Are Your Family Keepsakes?

Remember that anything imaginable can be a familv keepsake, so long asitis meaningful to its
owner.
To find out which family keepsakes are most important to you, ask yourself:
e If my family and | we e going to be away from home for a year, what special
things besides my personal possessions would | miss most!

e 1f1 could take along five items to prevent homesickness, what would 1 choose!

Time Will Tell

Some of your per<onal possessions may become Gamily treasures for future generations. Will it
be vour haseball card collection? The first letter vou ever wrote to your parents? The wooden
hoat vou whittled? Or this very booklet and the activities vou've completed in it

1()7 265




Keepsakes Profile o

To identify your keepsakes and to learn how they are import-
ant in preserving your past

PURPOSE:

YOU'LL NEED: Pen or pencil
TIME: Varies
HOW TO DO IT: Read through the following items. They include many dif-

ferent ways individuals use to preserve the past. Check the
items relevant to your life.

Keepsakes Profile

. artwork

. school programs . crafts

. portrais stamp collections . needlework

whoolwork - baseball cards \{UI’.(.\
C1eport cards - pressed flowers . embroidery
. certificates .. buttons - furniture
- diplomas . stickers . decorations
. yearbooks . pins - gadgets
. autograph books LD cards - knick-knacks
- serapbooks - awards, trophies . dishes

newspaper dippings

- work-related obyects

. silverware

postcards - wedding dress . linens
- greeting cards . wedding things © trunks
Cletters . baby dothes - hope chests
Jdiares " haby things <1 jewelry box

- wedding announcements
birth announcements
. ticket stubs
tamuly tree
family Bible
- religious objects
d( wuments
birth certiticates

Jdothing
. uniforms
CoLostuines

. ~chool sweater or jacket

“jewelry
T toys
hooks

live plants

- music box

8 l()(k

Something ke comes to mind:

death ceruticates - seeds
WHAT ELSE? [. Describe the items on this list to your friends and family.
' Talk about why these particular items are important to

You.

2. Make up a display of your personal treasures (see the “Per-
sonal Treasure Keepsake Exhibit” activity sheet).

266
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A Family Map

PURPOSE:

YOU'LL NEED:

TIME:
HOW TO DO IT:

WHAT ELSE?

To become more aware of the places that members of your
family once lived or are now living, and how you can trace
family trails

Pen or pencil

Travel maps (Depending where you or your family has lived,
these could be of your city, Michigan, the United States, or
even the world. You might be able to get a photocopy of a
map at a library.)

Markers

Gummed stars (optional)

3- by 3-inch cards or notebook paper
\aries

I. DPut a title and your name on the map.

2. Dut a star or a mark on all of the places you and your fam-
ily have lived. (You might use a different coler for different
family members.)

3. Next draw a line between where family members first lived
and where they now live.

4. Starting from the first place your family lived, number
each location you've marked.

5. Then write down specific memories or stories about each
location on a separate card. Label and number each card.

6. Staple or glue the cards to the edge of the map.

Show this map at a fair or school event.

4+-H FOLKPATTERNS @ Cooperative Extension Service ® Michigan State University
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Hidden Stories
in Your Family Photographs

PURPOSE: To become aware that by looking  .amily photographs you
can learn about family relationships, customs, hobbies, occu-
pations, events, and stories; to become aware of the import-
ance of labeling family photographs

YOU'LL NEED: Pencil or pen
TIME: Varies
HOW TO DO IT: Look at the four photographs on this sheet. Try answering the

questions under each of the pictures.

T T — __w At A £o rishs Dy -

1. Who are these people? 1. Who s this person?

2o What are thes doimg i thie picture? 2 What s he domg in thie preture’

30 What s the relationship of these people to cach nther? i When was this picture taken?

4. What hinds of Jdothes do thes hate on? 4 Who otdhime the preture?

S0 When was this preture tahen? S What v the person gomyg to donevt?
6 What are they gomy to do nest!

4-H FOLKPATTERNS ¢ Cooperative Extension Service ® Michigan State University
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1. Who is thas person? 1. Who are these people?
2. What is she doing in thiy prcture? 2. What are they domg in this puenre?
3. Where did the fish come from? 3. What s the relationship of these people to cach other?
4. When was this preture taken? 4. What is inside the box?
S W hat 1 she going to do next? 3. When was the picture tuken?
6. What are thes gomg to do neat?
WHAT ELSE? I. Write a story about what you see in the photograph. Share

your story with a group of people.
2. Write a group story about what you see in the photograph.

3. At home, try looking at mysterv photographs in your own
collection of photographs. Write down the real story and a
made-up story about one of your pictures.

Q
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Family History vs. Family Mystery
(or How to Label and Store Photographs)

PURPOSE:

YOU'LL NEED:

TIME:

HOW TO DO IT:

To improve the way your family photographs tell family
stories

A collection of your photographs or your family’s photo-
graphs. (Make sure you have permission to use your family's
photos.)

A photo album (with pages vou can write on) or notebook

Pencil

Gummed photo mounting corners

Varies

If you do nothing else to preserve your old photos, at least

identify the people in them by writing lightly in pencil on the

back: WHO (full names), WHEN (approximate date if you are
not sure), WHERE (city and state; county is also helpful to
future generations in looking up records).

As for storage and handling of your photos, here are the most

important “crisis intervention” points:

I. Keep all photos out of damp places, strong light, and
severely fluctuating temperatures. The core of your house
is best.

2. The best storage containers for photos are any kinds of
metal boxes.

e

Use corner mounts for your photos; sticky-page albums
and adhesive tape are bad news! You can make vour own
album by punching holes in white bond paper to fit a ring
binder.

4. Teach children to handle photos by the edges and not to
touch the image side.

5. Always wash your hands before handling photos.

0. Use only a pencil for marking. Write only on reverse side
of image where margin is located.

If you have lots of color photos taken during the last two
decades, chances are they will fade a lot. Those special to you
should be kept out of sunlight and direct artificial light. Black
and white film is vour best bet for longevity. Trv to take at
least one photo in black and white on special occasions such
as a wedding or anniversary party.

4-H FOLKPATTERNS @ Cooperative Extension Service ® Michigan State University
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A Family Recipe

PURPOSE:
YOU’LL NEED:
TIME:

HOW TO DO IT:

To learn something about your family's food customs
Pen or vencil
Varies

Talk to your friends, neighbors, parents, grandparents,
and/or other relatives 1o see if they have any traditional fami-
ly recipes handed down from one generation to the next.
Choose one to reco:d on the “Old Family Recipe” form. Find
out as much as you can about the recipe such as where 1t
originated, whether it was prepared for certain holidays, what
other foods were served with it, etc.

Old Family Recipe

(Your name)

(Age) {County)

(Name of recipe and s caltural origing

INGREDIENTS:

(Person who shared this reape vith vou) (Age)

2™~ 1
L

4.H FOLKPATTERNS ® Cooperative Extension Servicere Michigan State University
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DIRECTIONS:

Who makes it or made it the best?

Where did the recipe come from?

When is this food served?

How ix it served?

Can vou tell anvthing clse about this dish or the cook who made 12!

WHAT ELSE? I, Share vour collected recipes with vour friends in 4-H or at

school, Make a cookbook of your group's favorite recipes.

2. Organize a family customs potluck dinner (see “Family
Customs Potluck Dinner™ activity sheet).

4. H FOLKPATTERNS ¢ Cooperative Extension Service ® Michigan State University
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Demonstrate a Tradition

PURPOSE:

YOU'LL NEED:

TIME:
HOW TO DO IT:

To identify traditions you have participated in outside of your
immediate family or traditions you would like to experience;
to plan some family activities.

A variety of materials depending on the tradition you choose
to try

Varies

Have you yearned to make a gingerbread house or a friendship
quilt? Have you always wanted to hang a basket of flowers on
someone’s door on May Day? Would you like to go to a seder,
or make tortillas, or celebrate Kwanza? There are too many
possibilities to list! Or maybe there’s an idea for an invented
nonsense tradition lurking in your imagination. THIS IS
YQUR CHANCE! Follow these steps for learning, planning,
and fun. You never can tell . . . you might start a new family
tradition!

Choose one of the traditions you identified in the Family
Custom Profile from the “Family Customs Potluck Dinner”
activity and make a plan to try it or parc of it. What materials
and supplies will you need? When can you do it? Who can
help you? Who will do what task?

273
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Personal Treasure Keepsake Exhibit

PURPOSE: To become aware of what keepsakes vou have collecred and

where they came from
YOU'LL NEED: Pen or pencil
3- by 5-index cards or lined paper
TIME: \aries
HOW TO DO IT: . Locate keepsakes and old objects that belong to vou and

vour family.
2. For each object, fill out a card ¢. paper with the intorma-
tion shown on the sample.

3. Securely tie or baste-stitch the tags to cach object.

WHAT ELSE? I, Put your treasures on displav at school or a tir. Reter 1o
4-H 1065, Communications Made Easy Notehook, tor intor
mation on displavs, (IMPORTANT: Make sure vou have
permission to borrow anv items for displav)

2. Organize a Family Heirloom Dav. Organize this event hike

the Personal Treasure Keepsake Exhibit, but ask people o
bring an heirloom for a one-dav displav. Remind them
that an heirloom doesn't have to be old, rare, or worth
monev. An heirloom is any family possession passed down
from generation to generation.

OBJECT'S NAME

What is it made of?

Who made it bought ic?

When was it made?

What was it used tor!

Who hasowned !

What is it used for now?

Are there any special stories about this!

+-HFOLKI'ATTERNS @ Cooperative Extension Service @ Michigan State Universany
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Foodways Icebreaker

PURPOSE: To introduce a group of people to each other and to a form of
folklore

YOU'LL NEED: 10 to 50 people
&  [ndex cards (3- by 5-inch) or small pieces of paper
Pen, pencil, or typewriter
TIME: 15-20 minutes

HOW TO DO IT: Before you meet with a group of people, prepare the cards.
For every two people, print or type one of the following
sentences minus the word or words in italics on a card. On

another card, print or type each italicized word(s). Refer to the
examples below.

At your meeting, giv: half of your group the cards with the
italicized words and give the other half the cards with the
sentences. Make sure vou hand out the same number of “sets”
of cards as there are pairs of people in vour group. Tell each
member to find his/her “mate.”

'I'hnl-\' are like two ——in Card 1 peas Card 2
I“ nd
She's bringing home the Card 3 hacon Card 4
Ten and 20 blackbirds baked Card 5 pic Card 6
ma .

Foodways Sayings
[ heord it through the grapetine, — Sav “Pretey please with sugur on

‘ )"n
[t's 1O canot (earat) pold. 1o}

[1's a hot potato You're apood eeg

- \ariety is the spice of hite.

- 1t's peachy keen.

I ite 1~ a bowl of cherres.

— Mulk 1« a natural,

A <poontul of sugar helps the He's cold as ice.

medicine go down w Bread 1s the statt of lite.
You can lead a horse to water but ~You're cool as aawumber,
vou can't make him drink. - Sugar is sweet and so are vou.

3 H FOLKPATTERNS @ Cooperative Extension Service @ Michigan State University
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— He acts like a bump on a dill
pickle.

— It's as sticky rs peanut butter.

—1It’s as flat as a pancuke.

— I scream, you scream, we all scream
for ice cream.

— Pat-a-cake, pat-a-cake, baker'’s man.

— The cake 1s as light as a feather.

— An apple a day keeps the doctor
away.,

— Never eat apple pecls or you will
get straight hair.

— Coffee will stunt your growth.

— If you eat carrots, you won't need
glassea.

— The first things to be taken into a
new home are sugar, butter, and

milk.

— Ear vour bread crusts to get curly
hair.

— Apples don't fall far from trees.

—If you eat cornbread, your hair will
curl.

— If two people break bread together,
they will be friends for life.

- No problem—it's a piece of cake!

— You have to eat a pinch of salt
with an acquaimance before he or
she will really be your friend.

— To remove grass stains from your
hands, rub them with green
tomatoes.

— You're the salt of the earth.

—1If you cat cabbage on New Year's
Day, you'll have wealth that year.

— One potato, two potato, three
pctato, four . . .

— If you are suffering from high
blood pressure, tie a garland of
garlic around your neck.

— Happiness is like potato salud: when
vou share it with others, it's a pic-
nic.

— Eating celery will improve your
hair.

— A watched pot never boils.

—I'm a little teapot, short and stout.

- DPinch, poke, you owe me a coke.

- It’s as easy as pic.

—You can’t have vour cake and cat
it too.

— Be like Pepeye and eat your
spinach.,
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Foodways Checklist

PURPOSE: To identify foodways that might be explored as a 4-H
FOLKPATTERNS project

YOU'LL NEED: Pen or pencil
TIME: 5-10 minutes

HOW TO DO IT: This checklist includes many different areas in our lives where
food traditions exist. Read through the checklist, and then put
a check next to the ones that are a part of your life. If you can
think of others, add them to the list.

L] Fishing (7 Farm co-ops
(U Food gathering 7 Locally-produced cookbooks
0 Food at county fairs U Gardening
_  Food at church bazaars .71 Roadside markets
‘ .. Food eating contests 5 Measuring of food
..l Food judging contests (0 Trapping
— Historical cookbooks _  Folk sayings
> Hunting ! Food-related occupations
{3 Home beauty treatments (~  Household care hints
= Mushroom gathering (. How to set a table
Identitving edible wild plants i 7 Home remedies
Holidav foods ,
How peopie store foods
NOW WHAT? See if any of the people vou checked on the “People in Food-
wavs” checklist know anvthing about the arcas vou checked

above,
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It’s Time to Eat (and Collect Folklore)

PURPOSE:
YOU'LL NEED:
TIME:

HOW TO DO IT:

Events
Pancake dinner
Spaghettr or Chali dinner
. l\'t‘ CTCUM SO l;l[

- Fruit or popeorn sales

To discover good times to observe and record food traditions.
Pen or pencil
10-15 minutes

Check off events and places at which you'd like to collect
foodways information. Add your own ideas.

At School or 4-H
Places

sSchool lundhroom
County fairgrounds

Churdh kitchens

Events

[ assoner
Burthdays
Ramadan
Family reunions
Weddings

. Giraduation open house
Funerals

New Year's Day

In Your Family
Places
Deer hunting camp
- Your kitchen
- A relative’s smokehouse

Famidv camp or cottage

Events
Potluck

Clounty fair

In Your Community
Places
Bakery

Roadside market

Harvest festival dike Asparagus or Sentor citizens” homes

Maple Sugar Festivalsy
Service lub barbecues
l‘l\\l*\‘(‘r D.I\\
Sidew atk sales
Centennual s elebranon

Church bake sale

NOW WHAT?

Farm muarket
Friend's kitchen
Health tood store
Restaurant

Parades

Attend one ot the events yvou checked. Write down everything
vou can about the manner in which food is prepared, served,
and caten. Take pictures. Make a display for the county fair,
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Food Preservation

™ HE prescrvation of food invcives the different processes that are used to keep
4 food from spoiling an-1 the various types of food storage.

i+ The processes of food preservation include procedures such as drying, smoking,
.  salting, spicing, canning, and freezing. By looking at the traditions associated
B oiin i with these methods, vou can understand why these methods developed, why
some are still used today, and why some have been discontinued.

The processes used for food preservation are very important to all of us, since freshly
harvested food is not always available. If it is not sold or used soon after harvest, garden and
field produce must be preserved to last through the winter as long as possible. Because some
crops, such as potatoes, store easily, they became staples for early American settlers.

Before canning developed and year-round freezing became possible, the supply of stored foods
sometimes ran out before the next season's gardens began to produce. To prevent this from hap-
pening, people used many merhods to prolong the life of stored foods.

Even in this era of quick-freezing, the old methods of food preservation are still being used.
For example, apple slices can be dried on strings. Meats can be smoked in smokehouses of stone
or brick, in special chambers of fireplaces, or even in hollow logs. Meats and corn can also be
»alted down.” In this process, thin strips of meat or thin layers of corn are sprinkled with salt
and then packed together in large quantities. Cucumbers can be pickled in a salt and vinegar
brine. Fruit juices can be spiced and jelled. Cabbage can be fermented into sauerkraut, and
various juices into wine. Milk can ke made into cheese. Potatoes and whole cabbages will keep in
Jdark, cool cellars for several months.

These are just some of the food preservation processes used in the past and still in use today.
See if vou can unvover other methods in vour foodways project.

[ LR R P EY T

WARNING: Some food preservation
and storage methods can be unsafe.
Contact your county Cooperative
Extension Service office for up-to-
date information.




Food Storage

e "} OOD storage is very important. Food must be stored out of the way, vet it must
1 be handy. It must be kept under controlled conditions of light, temperature, ana
b moisture. There are many facilities available for foods. By exploring traditional NG
. +storage methods, vou can become more aware of the necessity ot proper storage

© and the reasons why the traditional methods developed.

Food is stored in manv special places and containers. Many older farm houses have rout
cellars vther under the house or nearby with access through a sloping door. The cellars often
have different rooms tor different purposes. There might be a milk or dairy room {or straining
milk, churning butter, and making cheese. There will probably be a dry room for storing
potatoes and cabbages, and perhaps a moist room for foods that need humidity. These rooms
are lined with shelves to hold jars, crocks, bins, crates, barrels and kegs. Bags and nets can be
hung from overhead beams.

Accompanying Activity
Sheet:
The Are ot Stoving Food

Sometimes foods such as root crops are stored in pit storage sites right in the garden. The
vegetables are lavered on straw in a shallow pit and covered with a mound of dirt. A
temperature of just above freezing is maintained. ! the pit is opened, the vegetables must be
brought in and stored in the rooe cellar.

Attics are abo used for food storage. Pumpkins, squash, and onions can be piled on the attic
floor. Herbs can be hung trom the rafters to drv.

Containers for particuiar foods include barrels for salt pork; bins for carrors, cabbages, and ap-
ples; crates for potatoes; jars for preserves and jellies; crocks for pickles and sauerkraut; sacks for
nuts; nets for onions: firkins small wooden vessels) for butter; and cheesecloth casings for
cheeses.

Pound cakes are often kept in crocks, with an apple added to keep them moist. Bread may be
put into bread boxes to be kept drv. Cookies, of course, go into the cookie jar. Many homes
have cookie jars, many of which are very unusual, humorous, or attractive. In the past, some
people had pie safes for the storage of pies. These were cupboards with pierced tin inserts in the
Jdoors to permit ventilation. Cakes also were stored in the pie safes, out of the reach of insects
and children's fingers!

One suggestion for a foodwavs project would be to photograph all of the wavs that food is
stared in vour community or all of the wavs that one kind of food item is stored. These
photographs could then be made into a displav for the fair.

Many ot these storage methods swould be found only in tarey hone < I vou live in town or an
urban area, a foodways investigation will probably tocus upon the freezing and canning pro-

cesses, with the freezer and pantry as the main storage arcas. In fact, most modern farm families
alsa rely mainly upon freezing and canning processes to preserve their food. However, vou will
want to find and record the older, traditional methods of tood preservation and storage
wherever they exist.
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¢ What Do Those Words Really Mean?

PURPOSE: To become aware of how folklore can communicate meaning
YOU'LL NEED: Pen or pencil
TIME: 15-20 minutes

HOW TO DO IT: Read the folk sayings in the left column. Then read the list of Food in Folklore
meanings in the other column. Use a line to connect cach say-
ing or expression with its meaning.

Sayings Meanings
I. Thev're as alike as two peas in a pod. a. She has red hair.
2. She's a varrot top. b. Why are vou laughing?
3. Have vou got a teather in vour tummy! ¢. She's carning a living.
4. He's a butterball. Jd. That's a touchy subject.
®
3. Apotes don't fall far from trees, ¢. They act like thev're trom the

same familv,

0. She's bringing home the bacon. t. Thev look or act the same.
T Ivsa hot potato. g Don't spend time waiting.
S. A watched pot never boils, h. He's an overweight person.
O TeCas casy as pre. Lo le's simple o don

Can you add some more to this list?
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NOW WHAT? Make a food sayings dictionary. Be sure to include the follow- ‘

ing information:

Saying:

[t means:

When I first heard it:

Who said it:

Collect as many savings as possible. Print your dictionary on
posterboard and put it on display. Encourage others to add
savings to vour dictionary.

282

+-HFOLKPATTERNS @ Cooperative Extension Service @ Michigan State University

O

ERIC 284

Aruitoxt provided by Eic:




A Food by Any Other Name . ..

PURPOSE:
YOU'LL NEED: Pen or pencil
TIME: 10-15 minutes

HOW TO DO IT:

To become aware of folk names for foods

Read the list of folk names for food in the left column. Then

read the list of foods in the other column. Connect each folk
name with its food name. See if vou can add more names to

the list.

Folk Names

1. Snow on the mountain

to

Tube steak

3. Flapjacks

4. Musical fruit

5. Gut busters

6. Nervous pudding
‘ 7. Southern ice cream
8. Cow juice

9, Bee juice

10, Brain food

11, Battery acid (navy term)
12. Rabbit food

13. Surt and turt

14. Cow paste

15, Skunk eggs

6. Johnny cake

Food Names

a.
b.
<

Jd.

Corn bread
Onions

Pasty, heavy food
Crits

Beans

Hot dog
Grapefruit juice
Butter

Lobster and steak
Crrits

Fish

\egetables

. Pancakes

Nilk
Honev

Grelatin

NOW WHAT?

Collect more folk names tor foods from vour friends and

relatives. Be sure to inchide vour sources’ names, addresses,

and ages with therr tolk food names. Make a display tor the

county fair.
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Games and Songs People Play
with Foods

PURPOSE: To become aware ot the different ways people have fun when
cating and the different cating habits thev have

YOU'LL NEED: Pen or pencil

TIME: 15-30 minutes

HOW TO DO IT: Read cach of the following sections, then check off the ac-
tivities that vou've done or you've had done to yvou. Next fill
in the blanks with descriptions of other things you've said or
Jone in your home.

Food in Folklore

Getting Kids to Eat

— Plaved "Open the hangar, here comes the airplane.™

e Plaved "Being a member of the Clean Plate Club.™

e Said “Look out teeth, look out gums, look out stomach, here it comes.”

Was told or said “Eat all of vour food. Remember, there are starving kids in ‘

o Was told M vou eat vour carrots, vou will see better in the Jdark.™

Making Food Look Good

——— Sandwiches cut into funny shapes.
e 2ies that have pretty desipns cut into the top,

Punishments for Not Eating All of Your Food

e You couldn't leave the table until vou had finished evervthing on vour
plate.
o You were sent to bed.

——— You were given the same plate of food the next morning,
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Making Eating Fun

When eating a sandwich cookie, you always scrape off and eat the
frosting first and then eat the cookie part.

When eating a piece of cake, you always save the frosting until last.
When eating corn on the cob, you eat across like a typewriter.

When eating spaghetti, you sometimes pick up one noodle and suck it down in
one long slurp.

When eating gelatin, you hold a spoonful in your mouth and push it back and
forth through your teeth before you swallow it.

When vou have mashed potatoes and gravy, you make a little lake of gravy
in the potatoes that doesn’t flood over.

When eating a large meal you often take one bite of each kind of food, then
start around the plate again, or you always eat up one kind of food before you
start the next.

When eating a meal, you save either the food you like least or best until last,
When eating ice cream, vou stir it up so that it is like soup before you eat it.

When you eat a piece of pie, you always start with the cruse or the inside tip.

Fun Food Songs or Talk

I eat my peas with honev,
I've done it all my life,
It does look kind of funny,

But it keeps them on my knife.

Avoiding Food You Don’t Like

Hide your bread crust under the edge of vour plate.
Slip food to vour pet dog.
Stir vour spinach into vour mashed potatoes.

Talk a vounger brother or sister into cating it tor vou.

WHAT? I, Share vour food games, songs, or experiences with vour
family, friends, or group. Discuss where vou learned them,
how old vou were, and why you did them.

2. Put on a skit about people’s food songs or habits for vour
PATENTS OF @ community event,

-

Collect other people's food songs and games and make a
poster of vour collection for the county fair.
4. Write a storv about one of vour food-related experiences.

Qe
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When Food Doesn’t
Make a Meal

Food Folk Art

PURPOSE:

YOU'LL NEED:
TIME:
HOW TO DO IT:

Food

L

o.

s

Pumpkin

. Cookies and candv
. Eggs

. Gourd

Apple

Corn cob

. Dried beans

. Orange with cloves

NOW WHAT?

To become aware of some of the forms of folk art made trom

food

Pen or pencil

5-10 minutes

Draw a line between the food and the art object it can be used
to create.

L.

Art Object

a. Bird house

—~—
-

. Rattle or necklace

¢. Jack-o’lantern

Jd. Gingerbread house

¢, Doli

t. Pysanky (Ukranian cgg art)

g. Pipe

h. Pomander
Learn to make some folk art objects or toys, Instructions
for some are included in the following activities. Ask peo-
ple vou know if they know how to make decorative things
from food. If they do, have them teach vou.
Make a list of all the items in your house that contain food

or food byv-products for noneating purposes. Share vour
list at vour next meeting.
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Food Story Starters

PURPOSE: To become aware of food-related stories you have heard, to

record some of them, and to develop writing skills
YOU'LL NEED: Pen or pencil
TIME: 15-45 minutes
HOW TO DO IT: If vou have a story about vourself or have heard a story on any

of the following topics, write down whose story itis and a few
notes to help vou remember it. Try writing down or tape-
recording the whole story. Some ideas for story starters are
listed below.

Food in Folklore

— The most unusual holiday meal
— The best meal | ever ate
— The worst meal ©ever ate
- The tirst (or the higgest or the most) fish 1 ever caught

— The most unusual food | ever ate

' — A memorable canning experience
—- Foods | had on a trip

— Foods we ate during hard times
— How [ learned to cook
— How ! learned to measure ingredients
— Food that makes myv mouth water
When T won o prize at the tair
How | stopped the deer tor bugs) trom cating mv garden
The best cook T know
The biggest cater T know
The fussiest eater [ know
A memorable experience when Tworked inagrocery store tor tood stand)

Once when T was harvesting apples or wheat, chermes, o beeto o

NOW WHAT? Lo Collect ~tories from other people alsos Put all vour ol
peog
lected stories mto o book and draw protures to llustrate
them,

2. You could also sele tastory for vour group to act out dur-
mg the tair or at o school event.

Q
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Cleaning with Food

PURPOSE: To discover ways in which food ingredients have been used as
cleaning agents
YOU'LL NEED: Pen or pencil
. . TIME: 10-15 minutes
When Food Doesn't E 1 te
Make a Meal HOW TO DO IT: Draw a line matching the food with its cleaning use. (Note:
Keep in mind that many of these cleaning agents are based on
folklore and may not work effectively. Be sure to check with
vour leader or another adult before vou try anv of them)
Food Cleaning Use
I Vinegar and water) a. Rubs out scratches in wood
2. Sour milk b. Scouring pad tor marble
3.xalt and boiling water) ¢. Copper or brass polish
4. Lemon slice with sale on it J. Undlogs drains
50 Baking soda and corn mea! ¢.oStain remover
0. Cream of tartar (with water) t. Carpet cleane:
T, Sugar and water g, Stain remover for aluminum pots and
‘ ‘ pans
S, Raw onion
, h. Removes moisture marks from wood
9 Mavonnaise
. i i. Removes rust stamns from knives
IO Whole meat from walnut or pecan
_ J. Removes oil stains
[T, Lemon and baking soda
k. Stain remover
NOW WHAT? [ Interview people vou know about their cleaming hines,
Collect as many as possible. Gather all the ideas together
and have vour group put together a “helpful hints" book.
2. Collect housebond hints from old cookbooks or newspaper
columns. With help from vour leader or teacher, trv one or

more of these “helpful hints,”

3. Try comparing ingredients of commercially  avinlable
eaning solutions with the ingredients in tradinonal or
home-prepared solutions,
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Kitchen Cosmetics

PURPOSE:

YOU'LL NEED:
TIME:
HOW TO DO IT:

Food

L.

y
-

QOatmeal

. Milk

. Cucumbers

. Raw potato

. Egg whites

. Buttermilk

. Vincegar

. Almonds

. Vegetable st ortening

. Lemon juice

NOW WHAT?

To learn more about traditional uses of food in beauty
treatments (cosmetic as opposed to health)

Pen or pencil
5-10 minutes

Draw a line between the food and a traditional cosmetic use
for that food. (Note: Keep in mind that many of these beauty
treatments are based on folklore and may not work effectively.
Be sure to check with your leader or another adult before you
try any of them.)

Cosmetic Use

a. Bath ingredient

b. Facial mask

¢. Facial mask

d. Facial mask or bath ingredient
¢. Placed over eves

f. Bath for flakv <kin

g. Lightener for freckles

h. Moisturizer

i. DPlaced over eyes

j. Hair lightener
Interview people you know, both old and young, to discover
their kitchen beauty secrets. Make a collection of their recipes.

Do some research to see if these heauty treatments are fact-
hased.
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An Old Family Recipe
PURPOSE: To learn something about your family’s food heritage
YOU'LL NEED: Pen or pencil
TIME: Var.=s according to age level

HOW TO DO IT:  Talk to , sur parents, grandparents, and/or other relatives to Food Preparation
: see if they have any traditional family recipes that have been
handed down from one generation to the next. Choose one to
record on the “Old Family Recipe” form. Find out as much as
you can about the recipe, such as where it originated, whether
it was prepared for certain holidays, what other foods were
served with it, etc.

Old Family Recipe

(Your name) (Age) (County)
{(Name of recipe and its cultural origin) '
(Person who shared this recipe with vou) (Age)
INGREDIENTS:
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. DIRECTIONS:

Who makes it or made it the best?

Where did the recipe come from!

When is this food served?

How is it served?
Can you tell anything else about this dish or the cook who made it?

NOW WHAT? 1. Shure vour collected recipes with your friends. Try making
some of the recipes. Make a cookbook with your group's
tavorite recipes.

2. Have a “bake-off” or bake sale using the collected recipes.
Be sure to have copies of the recipe with each dish, along
with the background information on the recipe.

3, Prepare one recipe for the county fair.

4. Have a potluck meal using collected recipes.
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Foodways Collection Center

PURPOSE: To collect foodways information as a project and to share your
interest in foodways with others

YOU'LL NEED: A copy of “How to Set Up a FOLKPATTERNS Collection
Center” (See page 18 of 4-H 1222, 4-H FOLKPATTERNS
Community Leader's Guide.)
Food Events
TIME: Varies

HOW TO DO IT: Choose a community food event, then follow the instructions
for “How to Set Up a FOLKPATTERNS Collection Center.”
If possible, display a foodways project you've already done.
NOW WHAT? Make up a booklet of “Foodways Collected at
Festival (or Fair).” Make it available for sale at the next year’s
food event.
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Photographing Food Marketing

PURPOSE: To become aware of the variety of places and ways food is sold
in your community

YOU'LL NEED: Camera
Paper
Pen or pencil Food Marketing

TIME: Varies

HOW TO DO IT: Locate different places in your community where food is sold.
At each place, take photographs of the following:

—Where is the food seld? (1 his could be a building,
cart, bake sale table, hot dog stand, roadside marker,
ete.)

—How is the food displayed or arranged?

—What kind of advertising is used’

—Who does the selling?

—Who does the buying’

Ask the food sellers how they got started and what methods
help them sell their produce or food items. Write down a

‘ description of each place and your impressions of what you see
and hear.

NOW WHAT? 1. DPrepare an article on marketing for vour school or town
g y
newspaper.
2. Submit a photo story for a 4-H photography project or ex-
hibit.

' 233

+-H FOLKPATTERNS @ Cooperative Extension Service ® Michigan State University

ERIC

= 298§




4-H 1279

HERITAGE °

) A
mm‘«,,, \

4-H—Youth Programs ® Cooperative Extension Service & The Folk Arts Division ® The MSU Museum

Michigan State University
’ 294

BEST COPY AVAILABLE

296




CONTENTS

Page Page

Preface .. ... 1 S.0.S.(SaveQurSeeds) . ...... ............. 31

INtroduction . . .. ..o 2 Collecting, Extracting, and Storing Seeds.. . .31

How Qur Seeds Got Here ................ 3 Seed Longevity ...l 31

What Is an Heirloom Vegetable? . ......... 3 Share Your Findings .................... 32

Folklore & Modern Science ................. 4 Activities ... 32

Johnny Appleseed .. ................... 4 (;ﬂl'dﬂ? I.-(‘)I'E .............................. 33

Liberty Hyde Bailey .. ................... [ Activities ... 33

Gardens—Old vs. New ... ... ... ............ 6 The Harvest .. ......... .................. 34

TheEarlyGarden....................... 6 Reaping the Rewards .. .................. 34

The Modern Garden .......ooovevnrenen. 6 From GardentoGullet .................. 35

seeds—A Wondrous Package . ... ........... 7 Cometothe Fair .......................... 37

How Seeds Are Formed . ... ............. 7 ;"UW KAI::Began ----------------------- :;

‘ X airsAreFun .......... ...

et e b Voa b 7§ Heiloom VegatableClasses 5

How Plants Get Their Names . . ... ....... 8 Herit..c Garden Project Entry Form ... ... 39

. . . } ACUVIIES .o 40

A Heritage Gardening Year ................. ) More Heritage Gardening Activities ... ... .. .. 41

_ _ Ordering Catalogs & Seeds . ................. 10 Animal or Vegetable? .. ................. a1

This bulletin was writ- GettingStaned .. ..o 10 Bountiful Bean Tepee . ... ............... 4l

ten by Jane L. Taylor, Seed Catalogs ..o 10 Braiding Onions ... ..........cooovven.. 41

, , OrderingSeeds . ..... .................. 1 Calligraphy Cress . oo 41
Extension Associate, Heirloom Crons 1> -alligraphy

: PS o COZY CUKES . oo ooe oo 42

4-H— Youlh PI‘O- The Herilage Vegelahle Garden.............. 20 Gorgeous Gourds . . .o oo 42

grams, and J. Lee Suggested Garden Layout ... ............ 20 " Monogrammed Pumpkins .. ............ 42

Taylor, Extension Planting Your Vegetables .. ... ...... .. ... 21 Plant PrintsonFabric ................... 42

Horticulture Specialisl, Moon Planting ... ... ......... ..., 21 Potatoand Onion Prints .. ... ....... .. 43

Companion Planting . ... ......... .. .22 PumpkinPeople........................ 43

Depar’men’ Of Protecting Your Plants ............. .. ... 24 Seed Medallions .............. ... ... 44

Horticulture, Mich- Anindian Garden . ..... ... .. .. 27 Seed Necklaces . ...........ooeiiieiii... 44

igan State University. Vegetablesto Grow ... L 28 SunPrints ... 4

DeSign is by Marian ACHV 08 L 29 References ....... ....................... 45

Reiter, 4-H Graphic
Artist. This bulletin
was edited by Janet R.
Olsen, 4-H Publica-
tions Editor.

ACKNOWLEDGMENT

Special appreciation is extended to the members of the 1982-83 State 4-H Horticulture Developmental
Committee for reviewing and piloting this bulletin:
[-arl Threadgould (Chairperson)
Theresa Dow Silm
Clff Trudell
Frank Kapp
Roberta Lawrence
Loretta Curtis
Meg Siegl
Denise Cerny
Wallace Ribbron
David Houseman

4-H—Youth Agent, Ingham County
4-H—Youth Agent, Chinton County
Volunteer, Marquette County
4-H—Youth Agent, Ogemaw County
Horticulture Agent, Washtenaw County
4-H Program Assistant, Wayne County
Horticulture Instructor, MSU
Volunteer, Clinton County
Volunteer, Wayne County
Program Manager, Food Delivery Systems,
Michigan Office of Services to the Aging
Teen Volunteer, Clinton County
L:xtension Specialist, MSU
4-H Program Leader, MSU
Additional assistance was also provided by Martha Brownscombe, Director, 4-H FOLKPATTERNS
project; Marsha MacDowell, Curator, Folk Arts Division, The Museum, Michigan State University; and
Yvonne Lockwood, State Folklite Specialist, The Museum, Michigan State University.
Funding for this project was provided by a Youth Projects grant from the National ndowment for the
Humanities and by the Michigan 4-H—Youth Programs,

In 1985, the 4-H
Heritage Gardening
project was awarded a
Certificate of Com-
mendation from the
American Association
Sfor State and l.ocal
History.

Jim Korienek
J Lee Taylor
Rhonda Walker-Buckingham

Q
ERIC -
297

298




Preface

This bulletin was written for 4-H members
and leaders who are particularly interested in
horticuiture, FOLKPATTERNS, foods and
nutrition, and photography projects.

The goals of a Heritage Gardening—

Vegetables project are to:

® Develop an awareness of our plant heritage
by the cultivation of heritage vegetable
varieties

o Introduce gardening folklore information as
it pertains to vegetable gardening

* Promote and stimulate interest in preserving
heritage vegetable varieties

¢ Introduce heritage gardening as a topic for
exploration in 4-H projects and activities
4-H Heritage Gardening projects will give

vouth and leaders the experiences to:

¢ Identify heritage vegetable varieties cultivated
by early settlers

® Desc.ibe heritage gardening methods and
toolh

¢ Develop skills and attitudes to collect and in-
terpret oral and visual history materials
Through your Heritage Gardening project,

vou should contact people in your community

with gardening experience. They may be family

members, relatives, neighbors, or older adults.

If you need to get in touch with persons with

lifetime gardening experiences or ‘*grassroots

gardeners,’’ contact your local county agency on

aging. If you need further information or ad-

dresses, contact the Michigan Office of Services

to Aging, P.O. Box 30026, Lansing, MI 48909.

The various activities in this bulletin will refer
to 4-H FOLKPATTERNS projects. Technigues
for information gathering, taping, interviewing,
making short-item cards, photography, etc., are
all explained in 4-H 1222, 4-H FOLKPAT-
TERNS Leader's Guide. Interviewing local com-
munity gardeners will provide a source of infor-
mation that may be specific to yvour geographic

area. Information can be gathered that will
assist in comparing personal or community
traditions while developing an awareness with
community members in 4-H projects. You will
be learning unwritten history. We hope you can
identify where this knowledge can be found,
how to record it, and how to pass it on to
others. For more information, contact the Folk
Arts Division, Michigan State University, East
L.ansing, MI 48824.

This bulletin does not contain cultural infor-
mation on each vegetable variety. Please refer to
other Extension bulletins (for example, E-529,
Home Vegetable Garder, and E-824, Family
Vegetable Garden Se-.es) for information on
planting dates, sprwwing, days to maturity, etc,
Contact your <cunty Cooperative Extension Ser-
vice office for ~iore information.

The information in this bulletin is arranged
fodowing the seasonal calendar year, from
catalog ordering in the winter to the fall harvest.
At the end of the bulletin is a section on
heritage gardening activities. You may wish to
refer to these throughout the year for additional
ideas to enrich your project.

Many of the tolklore and history projects
described in this bulletin would work very well
for the Young America Garden or Experimental
Horticulture contests. These contests are spon-
sored by the National Junior Horticulture
Association (NJHA) and are opein to youth 8
vears of age (or younger if able to print)
through 21 years of age. Write to the following
address for more information: NJHA, §885
104th Street, Fremont, M1 49412,

Happy heritage gardening!

W gratefully acknowledge the following tor permission to use their materials in this budletin:
o The picture of Johnny Appleseed on puge 4 1s from Johnry Appleseed: Man & Myth, by Robert Price, Indiana

University Press, copyright 1954,

o The picture of Liberty Hyde Builey on page 5 s from the Michigan State Universuy Archives & Historeal Col

lections.

o The Heirloom Vegetable Garden plun on puge 20 1s adupted from Vegetable Crops by Robert Becker und Roger
A Aline, College of Agriculture and [ ife Sciences, Cornell University, Ithaca, New York,

The Indan garden pian on puge 29 was developed by the Dickson Maounds Museum in Lewiston, llinow.
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Not-so-good Companions
Vegetable Not-so-good companions

Beans Onions

Beets Pole beans

Cabbages Tomatoes N v
Carrots  Dill Ei’—‘-"

&
Corn Tomatoes ’ \\}

Cucumbers Potatoes

Jerusalem All other plants
artichokes

Onions Peas, beans
Potatoes  Squash
Sunflowers All other plants
Tomatoes Corn, cabbage

Activities

You might want to test the following
1 o folklore companions in your garden
by using control groups:
—Chives and garlic are said to keep
away insects.
—Nasturtiums will keep squash bugs
away, some folks say.
—Mint repels ants.
—Sage repels the cabbage worm butter-
fly.

Keeping in mind the garden seeds you
2. are going to plant, read through the
companion plant list. Now make a diagram
of your garden using some of these com-
panion planting ideas. Keep a careful diary
as to what and where and when you
planted. Also plant a control plot so you
can check your experiment. Keep accurate
records. You may wish to take before and
atter photos or photos of the plants at dif-
ferent stages. This would be a good experi-
ment to write up for a report or for the
Young America Garden Contesi or other
contest.
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Interview some people to see what
3. they mean by companion planting
and what they use as companion plants.
Try at least one of their methods in your
garden. You can also record the informa-
tion on short-item cards and send to the
4-H FOLKPATTERNS office. (Refer to
4-H 1222, 4-H FOLKPATTERNS Leader’s
Guide, for more information.) Try to see
how many different combinations are used
in your area.

Protecting Your Plants Z &=~

After crops are planted they need to be
cultivated and protected. The gardener or
farmer helps nature in some ways and
hinders it in others. When there is not
enough rain, watering the garden to pro-
mote seed germination is one way to help.
This may include soaking seeds overnight
before planting, prewatering the seedbeds,
watering after planting, and making irriga-
tion ditches. The watering can be done
with pails, sprinkling cans, hoses, and
other containers. The time of day to water
is often determined by traditions; most
recommend early morning or evening, since
the mid-day sun bakes some wet soils and
results in a cement-like consistency.

You ¢an aid nature by providing sup-
ports for plants. This can involve growing
beans on corn or tying plants to poles,
stakes, trellises, and fences.

There are other cultivating aids. People
often plant more than they need, then thin
the plants. Some people keep bees to make
sure their crops will be pollinated. They
also enrich the soil by fertilizing with
animal, mineral, and compost products.
They rotate crops from year to year, and
they also hoe around plants to loosen the
Soil.

There are many protective measures you
can take to help plants grow. Some
methods discourage natural pests such as
insects, birds, rabbits, deer, livestock, and
weeds. Some people make scarecrows from
old clothing hung on posts and stufted




with straw. When placed in gardens, these
frighten away birds and deer. Some people
use noisemakers such as clackers, ratchets,
tin pans, chimes, and windmill thumpers.
Putting nets and threads around trees will
repel birds. Plants may be covered with
wire baskets or plastic milk or bleach jugs
(with bottoms removed) to keep out rabbits
or protect from the frost. Hoeing and
chemicals are used to remove or prevent
weeds.

Fences as well as hedges were more com-
monly used in the past to keep wandering
livestock and deer out of gardens. Today it
is more con.mon for the livestock to be
fenced in, rather than the garden. Fences
were made of brick, stone, stump, rail,
picket, post, and wire. Sometimes these
were electric fences. Communities often
have one special kind of fencing, usually
made from materials that are readily
available in the area,

Scarecrows

Scarecrows are truly American folk art.
North American Indians were using
scarecrows before the settlers arrived.
Scarecrows have changed little over the
years. Many writers have written about
scarecrows, bit the most famous is the one
in The Wizard of Oz who was looking for
a brain.

Scarecrows are ephemeral creatures
—that is, they don’t last more than one
season. They are like jack-o-lanterns and
pumpkin people. They're here for only a
short while.

The farmers in early America used them
to scare away birds. By using moving
pieces of brightly colored clothing, farmers
hoped the birds would stay away. If the
scarecrow looked like a farmer, it was
because it w's wearing the farmer's
clothes. Mc . of the scarecrows in the carly
days were ale, but today many female
scarecrows ¢an be seen in the countryside,

Aruitoxt provided by Eic:

Activities

To make a scarecrow, you need two
1 ¢ sticks or broomhandles. Lash these
together in the shape of a cross. Now dress
this frame with old clothes. You are more
likely to keep birds away if you add
something that will flap in the breeze.
Many people use pieces of aluminum foil,
old pie pans, scarves, tin cans, or even
bells. You can stuff the clothes with straw,
dry grass, or leaves. For the head use an
empty milk or bleach bottle, a stuffed
plastic bag, a flower pot, a Halloween
mask, or a pie pan. An old mop makes
great hair. The scarecrow also needs a
hat—any old one will do.

Attach the upright pole firmly in the
ground. Now waltch and enjoy. Maybe
your scarecrow will be so frightful that, as
in the old farmer’s folktale, the birds will
bring back all the seeds they had taken the
year before! Be sure to take a picture of
your scarecrow. You could also take
photos of other scarecrows in your area.

2 What kind of fences do you find in
e your area? You might like to keep a
drawn or photographic record of the dif-
ferent types you discover.

Interview people and have them des-
3 e cribe how they protect their plants.
Do they make any ‘‘home remedies’'?

A Uworm™ fence

J00

Old-tashioned scarecrom
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A coat hanger dowsng imtru-
ment

What are they? You might want to try
these in your own garden. Use a control
group for experimenting. Here are some
folk protection methods you might try:

—Soapsuds will keep off aphids, scale,
and mealy bugs.

—Sour milk will keep away worms.

—A tea made of hot pepper, onions, or
garlic will keep away worms, insects, and
birds.

—Mothballs will keep away rabbits.

—Hair clippings will keep away deer.

Dowsing

A dowser is one who locates water below
ground by walking back and forth over an
area with u Y-shaped dowsing instrument
until the instrument moves all by itself.
Europeans have practiced dowsing for cen-
turies. The early colonists brought the
secret of dowsing to America. They
dowsed with witch hazel sticks, which may
have originated the term *‘water-witching."'

Dowsing with a witch hazel twig

Many scientists scoff at dowsing. However,
Albert Einstein believed in dowsing. He
said someday it would prove to be some
sort of elentromagnetism. Today no one
really knows how it works.

Often a farm family would not select a
building site until they were sure there was
a source of water. They consulted a dowser
to find the bust site to dig a well. Today
dowsing is used to locate underground
pipes, water, and sewer systems,

Using a twig is quite difficult, and it is
said only 1 in 10 people have dowsing
powers. However, almost everyone has suc-
cess in finding underground water pipe
systems using coat hangers.

Activities

Make your own dowsing instrument
1 o from two coat hangers. Make two
cuts just below the hook. Bend one arm at
a right angle and the other one at a
straight angle. Hold one rod in each hand.
Hold the short ends loosely in your fist.
When the coat hanger rods start moving
either toward you or away from, you are
over water,

Interview someone in your commu-
2. nity who dowses for water—perhaps.
a farmer or a well digger. Ask if you can
watch them work. Record your exper-
iences. Find out how they learned to
dowse.

Using your metal coat hanger rods,
3 e try placing a quarter in each hand
and hold the rods so the metal touches the
¢oins. You now have a metal detector!

Try using a forked twig. The rods
4. should have a diameter of a pencil
and be about 18 inches long. Trim off all
the smaller twigs. Grasp the branch with
your palms open. Swing it upward until the
end is slightly higher than the forks at your
side. When the rods start moving, you are
over water. Arc you the 1in 10?




S.0.S. (Save OQur Seeds)

Many years ago, it was common for
many gardeners to collect and save seeds
from vegetables and flowers that they grew
in their own gardens. Seeds of nonhybrid
varieties of snap beans, lettuce, peas, and
tomatoes can commonly be saved because

these vegetables are usually self-pollinating.

This means that seeds saved from these
plants should grow into plants that are
identical to the parent plants.

Seeds should not be saved from cross-
pollinating vegetables such as summer
squash unless they are separated by a con-
siderable distance from other squash and
pumpkin varieties. Some insects, such as
bees, carry pollen from one plant to
another, and cross pollination usually oc-
curs. Seeds saved from a fruit that
developed from the ovary of a cross-
pollinated flower will grow into plants that
will be somewhat different from either
parent. For example, pollen from a male
flower on a green zucchini summer squash
could pollinate a female flower of a yellow
straightneck summer squash. The seeds
from that cross would produce a variety of
seedlings that could bear yellow, striped,
green, sp. kled, or greenish-yellow squash.
The shape would remain the same. More
interesting crosses would be a scallop sum-
mer squash crossed with a straightneck
summer squash or a yellow ¢rookneck
crossed with either a green zucchini or u

and mash the fruits through a screen or
strainer to get rid of the clear, wet material
around the seeds. Then dry the seeds in a
protected area for many days.

In order to store seeds successfully, they
must be very dry before being placed in a
cool location (32°-50°F) in a tightly
covered jar. Your refrigerator is fine. Place
two tablespoons of powdered milk in a
paper envelope and place the envelope in
the jar. The powdered milk will absorb the
moisture from the air inside the jar and
keep the seeds dry. Be sure to label each
container as to the kind and variety of
vegetable and the date placed in storage.
Check them occasionally because the seeds
will mold if not dried sufficiently. Dispose
of any sceds that mold.

Seed Longevity

How long a seed can remain alive varies
with the kind of plant and storage condi-
tions. Most garden seeds won’t remain
alive (viable) for over 20 years and some
for only about one year. The table below
shows how long some common vegetable
seeds can be stored (longevity) under prop-
er conditions.

¢K v////I”/II/; m
N

-
!
Longevity of Vegetable Seeds* i
round or scallop summer squash. ’
S years I
1 year 2 years 3 years 4 vears or longer 1
Collecting, Extracting, onions sweet corn  beans beets Cress !
& Storing Seeds parsnips carrots  cabbage cucumbers i
peas pumpkins  lettuce j
It is very casy to collect and extract pea squash radishes ‘
and snap bean seceds. Jus! let the pods lomatoes ‘
mature on the plant and, just as they start S !
to split open, pick the best shaped long turnips ?
pods and put them in a protected area hav-
ing good air circulation. Let them dry until *Althouyh seeds may otill germinate bevond these times, the seedlings probabiy
hey it shrinki d.' o hard. B WOt grow as vigorously as trom fresh seeds, Seeds would alwo probabhy need to
they quit shrin l:g a? dr"b?c(;y a(; : he be sown thicker than usual to get a satitactory stand.
sure to protect them from birds and other

animals.
Tomatoes are also quite easy to colledt.
Select nicely shaped, well-ripened fruits

=
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William §. Beal
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Over 100 years ago, William J. Beal,
professor of botany and horticulture at
Michigan Agricultural College (now
Michigan State University), wanted to
know more about seed longevity. In 1879,
Dr. Beal, the ‘‘granddaddy’’ of seed
savers, mixed seeds of 23 kinds of plants
(mostly weeds) with moderately moist
sand. He placed the mixture of seeds and
sand in 20 pint bottles and then buried
them about 20 inches deep in the ground.
The mouths of the bottles slanted down-
ward to prevent water from filling the un-
corked bottles. The bottles were buried
near Beaumont Tower on the MSU campus
in East Lansing. After 50 years, seeds of
five plants still germinated. In 1980 the
bottles were opened again and the seeds of
only one species germinated (moth
mullein). In 1990, the seeds in another bot-
tle in this ongoing experiment wiil be
tested.

Share Your Findings

If you ‘‘discover’” an heirloom vegetable
variety, you should report your find in the
Seed Savers Exchange. This group will
record your information and see that the
variety is kept alive. If you would like
more information or if you would like to
become a member, write to Seed Savers
Exchange, 203 Rural Avenue, Decorah, 1A
52101.
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Activities

Collect and save seeds from at least
1 ¢ two self-pollinating vegetables and
then sow them next year and see if they
produce fruits similar to their parent
plants.

2 Interview gardeners who collect and
e save their own seeds. Find out what
kinds they save, how long they have been
doing it, and how they got started.

You will discover that your heirloom
3 o seeds are very colorful. Make a dis-
play of them to show them off year round.
Cullect the seeds from your plants and dry
them in the sun. You can purchase wooden
“memory’’ boxes at craft stores and fill
each section with a seed variety. Or you
can make a box of your own from scrap
lumber. Paneling works well because it is
thin. Make a back and sides and dividers.
Fill each compartment with your seeds.
Now cover the box with glass. Attach a
hanger and enjoy it all year. These make
great gifts.

If you meet someone who is a ‘‘seed
4. saver’’—that is, a person who grows
his/her own variety, you will want to
preserve not only the seeds but a little of
the story too. If there is a special family
recipe for this vegetable, collect it. Your
group might want to compile these into a
cookbook or a calendar. You might ask
that the person write the recipe in his/her
own handwriting. You could reproduce it
in that form. Your club could then use
these cookbooks or calendars for fundrais-
ing. If there are stories attached to the
seeds or recipes, be sure and include them.




Garden Lore

Examples of garden lore appear
throughout this bulletin. Following are a
few more examples:

Cool as a cucumber
‘Red as a beet

When you cross a bridge, make a wish and
throw a raw potato into the water. Your wish
will come true.

A corn cob worn behind the ear is good luck.

Your cars are like ﬂon‘c‘r's—('aulg'flon'c‘rsl

Feaches, plums, pumphin butter,
Little ,‘7ohrm_u gm‘n is my true lover,
Little _‘7ohnny gn‘m, give me a hiss,
When I miss, I miss like this.

(Jump rope rhyme)
If wishes were horses,
Then beggars would ride:
If tumips were watches,
I wear one b_l{ my side,

‘Feter, ‘Feter, pumpkin cater,
Had a wife and couldn’t keep her:
He put her in a pumphin shell
And there he kept her very well

Hot boiled beans and very good butter,
Ladies and gc‘nﬂc'mc‘n come to supper.

What's the ()(‘[ﬁ'n‘na‘ between u gdn’c‘m‘r and
a hilliard player:
One minds his peas and the other his cues.

Activities

Collect garden lore on short-item
1 o ciards. Then send the cards or copies
of the cards to 4-H FOLKPATTERNS,
The Musceum, Michigan State University,
EFast Lansing, MI 48824, Or publish a
booklet of ‘*Garden Lorein . ... ...
County.”” If possible include photographs
of gardens and gardencers you have inter-
viewed.

2 At a county fair, a harvest festival, or
e another community event, set up a
folklore collecting center (see 4-H 1222,
4-H FOLKPATTERNS Leader’s Guide,
page 18). Print some garden sayings on
posterboard to catch people’s attention.
Then ask them to write down their garden
lore on short-item cards. Send the cards to
the 4-H FOLKPATTERNS office at MSU.

Why does Santa Clause have three
3. gardens? So he can hoe, hoe, hoe!
Meet my friend Rudy Baga. Did you ever
sve a celery stalk? Or a tomato paste? Or
an egg plant? Or a heart beet? Do you car-
rot all for me? These and many other
‘‘vegetable” jokes have been around for
vears. They are kept alive from one genera-
tion to another by passing them along by
word of mouth. See how many jokes you
can find. Who told them to you? Where
did they come from?

JO4

Ohe for the blackbird,
One Jbr the crow,
One for the cutworm,
And one to grow.
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Addendum #3§

Folklife-in-Education Projects:
Parks, Muscums, Libraries, Festivals and Other Settings

Although folklife-in-education projects operating within public
school contexts have been the most popular and well-known, success-
ful programs have been implemented in a variety of less formal or
alternative-learning structures. However, any situation or system in
which new information can be presented in a structured manner can
hecome avenue for the integration of folklife information. Thus educa-
tional programs in libraries, muscums, parks, festivals, and other set-
tings can be prime vehicles for conveying folklife information to an
audience or group of learners.

In recent vears, through the organization of exhibits, museums have
also plaved an important role in the presentation of injormation about
folk art and artists. In conjunction with these national and local
exhibitions, museum educational staffs have often developed educa-
tional programs and materials. For instance, the Philadelphia Museum
of Art's Division of Education prepared an extensive packet of mate-
rials for use by public school teachers and students in conjunction with
the exhibition “The Pennsylvania Germans: A Celebration of Their
Arts 1083-1830.” The Michigan State University Muscum staft collabo-
rated with arca public school educators on the development of mate-
rials to coincide with the exhibition “Michigan Hmong Arts.” In some
cases, the state folklorist has worked closely with museum education
staff members in the development of folklife-in-education materials.
Jane Beek's “Always in Scason: Folk Art and Traditional Culture in
Vermont, A Resource Manual for Educators,” (Montpelier, VT:
Vermont Council on the Arts, 1982), is a prime example of this
cooperative effort. Some muscums have established ongoing folk arts
programs to research, document, and present state or regional folk
arts. One such program is headquartered at the Roberson Center for
Arts and Sciences in Binghamton, NY, where staff folklorist Catherine
Schwoeffermann has coordinated a series of regional folklife docu-
mentation and education projects.

Several pro, . ts have successfully proven that state and local li-
braries may often afford an ideal setting for the structured presenta-
tion of folklife information. One model example of the use of these
local community cultural centers for folk-arts-in-cducation projeets
was demonstrated in Mississippi during 1981-82. With funding from
the National Endowment for the Arts, the Mississippi Arts Commission
conducted a “Folk Artist Resideney Program™ for six of the state’s 45
library systems. Under the coordination of folklorist Paula Tadlock
Jennings, field research was followed by the presentation of local folk
artists who spent one week demonstrating or performing their particu-

lar art form.
QR
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Tennessee State Parks Folklite Projeet direetor Bobby Fuleher and
his staff of folklorists readily proved that state parks could successfully
integrate research on and presentation of traditional arts into their
structure. Funded by the National Endowment for the Arts and con.
ducted during 1979 and 1980, the project incorporated loceal tradi-
tions into many facets of the park’s interpretive programming. In
1986, folklorist and park naturalist Tim Cochranc offered a “Folklore
Ficld Seminar” at Isle Royale National Park on Isle Royale, a wilderness
island in Lake Superior. Designed to investigate traditional aspeets of
life on this remote island, his projeet serves as a model for future ficld
schools. Urban parks in Missouri, California, and Rhode Island have
also provided the setting for presentation of traditional craftspeople
and performers. All of these park projeets should be of special interest
to those interested in outdoor edueation, reereational programming,
and park interpretation.

Other national and state youth organizations such as the Girl Scouts
of Ameriea, the Campfire Association, and 4-H have cereated folk-arts-
in-education programs. For instance Girl Scouts ean now earn a “Folk
Arts” badge for completing a series of activities relating to folk arts.

Innovative folk-arts-in-education projeets have also been developed
for interstate rest stops (Ohio Arts Council), at places of worship or
community action (the Center for Peace at St. Stephen’s Episcopal
Church or the Cleveland Office on Aging), theater productions
(Delaware and Michigan), orat 4-H summercamps (Michigan). When-
ever and wherever people congregate, opportunities exist for convey-
ing information about folk arts.

EXCERPTS:

a. Marsha MacDowell, “Michigan llmong Arts: A Guide for
Educators”, The Michigan State University Musceum, East Lansing,
Michigan, 1983.

b. Winnice Lambrecht and David Marshall, “lland Built Music—Folk
Arts in the Park.” Reprinted with permission from Winnie
Lambreeht, Director, Folk Arts Program, Rhode Island State Coun-
cil on the Arts, and David Marshall, Curator, Roger Williams Park
Muscum, Providence Department of Public Parks, Providenee,
Rhode Island.

¢. “Folk Artin Today's America.” Brochure reprinted with the permis-
sion of the Milwaukee Public Muscum, Milwaukee, Wisconsin,

d. “Traditional American Expressions.” Handouts reprinted with the
permission of the Cleveland Children’s Musceum, Cleveland, Ohio.

¢. "A Noteon the Play Delaseare Ghosts.” Reprinted with the permis-
sion of Kim Burdick, Delaware State Folklorist, Wilmington,
Delaware.
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The Hmong: An Introduction

The Hmong are people who began moving southward from northern China
5,000 years ago. They moved to the mountainous regions of Southeast
Asia and many migrated to Laos. Sometimes they are referred to as "hill
tribes" and sometimes they refer to themselves as '"free people." For
years the Laotian-Hmong worked primarily as hunters and farmers. During
the Vietnam War, however, many Hmong men and boys were recruited by the
United States to serve as highly skilled jungle fighters. Because of
this involvement in fighting, Hmong were immediately forced out of Laos
when the United States began pulling its forces out. Many Hmong fled
across the Mekong River to Thailand refugee camps. From there, many
have immigrated to new countries to begin new lives. Between 40 and 50

thousand have immigrated to various parts of the United States, including
Michigan.

Before their flight during the late 197Cs, the Hmong were the largest
minority within Laos, outnumbering other ethnic tribes such as the Yao,
or Thai Dam. The Hmong themselves are not culturally unified. In fact
they divide themselves into at least three groups: the White Hmong, the
Green Hmong and the Striped Hmong. Each of these groups maintained
similar but distinctive traditions. For instance, their tribal names
are taken from the colors of different traditional clothing each tribe
wears. The stripes of the Striped Hmong refer to the bands of red or
blue which circle the sleeves of the women's blouses. The White Hmong
women often wear short white skirts, particularly on festive occasions,
such as their New Year's parties. The Green (or sometimes called Blue)
Hmong are best known for their batik work.

The Vietnam War, the migration to Thailand and the more recent movement
to the United States has caused great disruptions in the Hmong peoples’
way of life. In Laos they had lived in relative isolation, but now they
are being thrown into very complex modern living situations. Thelir
religious and medical practices, their language, their food customs,
music and art - in short, every aspect of their lives is undergoing some
kind of change. Some of their truditions, such as wearing traditional
clothes every day, will most likely have to be let go in their new

country. Other customs, such as eating rice, they will be able to main-
tain.

Making paj ntaub (sewn and embroidered cloth) is one traditional or folk
art that Hmong women are continuing to produce in America. In Michigan,
as they did in Laos, older Hmong women continue to teach young girls the
intricate stitches and patterns of paj ntaub. Several different methods
are used in producing paj ntaub, One way is called applique which means
sewing one piece of fabric on top of another. Another way is called
"reverse applique." This is done by cutting lines into one piece of
fabric. The cut edues are folded back and then the whole piece is sewn
onto another piece of fabric of a different color. The exhibit "Michigan
Hmong Arts' was organized to celebrate the continuation of this skilled
craft and to introduce Michipan residents to one of {tsg newest immigrant
JLOUPS.
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To the Teacher:

This packet of teaching resource materials was originally designed to be
used in conjunction with the exhibition Michigan Hmong Arts: Textiles

in Transition which ran from January 8 through February 5, 1984 and which
was supported by grants from the Michigan Council for the Arts, the National
Endowment for the Arts and an All-University Grant from Michigan State
University. A portion of this exhibition is now available for loan to other
institutions. Organized by The Folk Arts Division of The Michigan State
University Museum, these exhibits celebrate some of the cultural arts of
Michigan's newest immigrant group - the Lao-Hmong of Southeast Asia.

The materials included here may be used as pre- or post-exhibition visit
activities and are intended to make your students' visit to the exhibit more
interesting and meaningful. The activities might also be used separately

from the exhibition as a means to enhance arts, social studies, math, history
or language arts curriculum.

Thanks are extended to Gerry Kusler, East Lansing Public Schools; Judith
Taran, East Lansing Fine Arts Coordinator; Cavol Fisher, Humanities
Consultant, East Lansing Public Schools; and Leah Graham, Consultant,

Lansing Public Schools for their assistance and support in the development
of this packet.

And special thanks are accorded the following contributers to this educa-
tional packet: Ginny Browne, Barbara Camilleri and Betty Vinton-Johanssen
of the East Lansing Public Schools; Nancy Madtes, Betty Nichols and Yvonne
Martinez of Lansing Public Schools; and Doug Gilzow, formerly Lansing
Community College English as a Second Language instructor. Some of the
material was also drawn from Michigan Hmong Arts: Textiles in Transition,

edited by C. Kurt Dewhurst and Marsha MacDowell, East Lansing, MT: Michigan
State University, 1984,

Edited by

Marsha MacDowell

Folk Arts Curator

The !Michigan State University Museum
Michigan State University

Fast Lansing, MI

January 1984
Copvright 1985
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Commpunications/Hissorv/'Cul ture

ACTIVITY: Creating Hidden Code/Messa;e

PURPOSE: fo sensitice students to the Jdiverse wavs geoncetr [0t o
may be used to create art’messages/record history.,

YOU'LL NEED: Exanmples of geometric Hmong art
Paper and pencil

HOW TO DO IT: Show students the examples of Hmong textiles using
geometric shapes.
Have students develop a simple symbolic code to
represent a simple idea. (Students may enjoy working
in groups of 2 or 3.) Then have students "hide"
their coded message in a simple drawing similar to
Hmong artifacts. If interest and time permit, have
students share their hidden "art messages/codes.”
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’ ACTIVITY:

PURPOSE:

History/Journalism

Records of Events

To become aware of different ways an event may be recorded
by participants and observers in that event. To investi-
gate alternate sources of information. An event can be
recorded in a variety of ways (through photographs,
writing, films, paintings, sculpture and textiles). The
recent events in the life of the Hmong have been recorded
by, among others, photojournalists, reporters, historians,
folklorists, anthropologists, and missionary workers.

The Hmong themselves have recorded these events through
family photographs, stories and the story embroideries.

YOU'LL NEED: To provide students with copies of pages 9, 10, 12, 13, 14

in this booklet or have them study examples in exhibit.

HOW TG DO IT: First have students look at the story embroidery which
depicts scenes from the war. Next have students look
up in the library at least one article and one
photo-essay on the Hmong involvement in the Vietnam
War. Then have students discuss what they have seen
or read.
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Folklore Studies/Writing

ACTIVITY: Good Luck, Bad Luck, Belief List ‘

PURPOSE: To become aware of different ways people believe they will
have good or bad luck.

The traditional religious practices of the Hmong include
a belief in good and bad spirits. Young children's hats
are adorned with flowers which trick evil spirits into
thinking the children are flowers.

YOU'LL NEED: This 1list
Pen or pencil

HOW TO DO IT: Read the following statements. Put a check next to
the ones you believe will give you good or bad luck.
At the bottom of each list write in other ones you
believe in.

Will give GOOD LUCK

Crossing your fingers when making a wish
Say "Break a leg" to an actor or actress
Say "God bless you" when someone sneezes

——_ Carrying a rabbit's foot

Will give BAD LUCK

Walking under a ladder

Having a black cat cross your path

—— Putting up an umbrella inside the house

Co
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Storytelling/Creative Writing

ACTIVITY: Refugee Role-playing

PURPOSE: To explore what experiences or feelings refugees in a
new land have.

YOU'LL NEED: Paper
Pencil or pen

HOW TO DO IT: Read the following to your students and have them write
or tell about 1{t:

Imagine that you are forced to leave your homeland and migrate to
a new country where the language is different, you have no money,
and you have no skills with which you can get a job. Choose one

of the following topics and describe your pretend experience. (You
can tell about it or write about it.)

1. My tooth ached and ....

2. 1 wanted to play baseball with the boys down the
street but ....

3. I went to MacDonalds and tried to order a ....

‘ 4. 1 noticed everyone was wearing bluejeans and ....

5. When the teacher asked me my name, I didn't know what
she meant, and I told her ....

ol1
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HAND-BUILT MUSIC

Born in the Azores, Alberto de

Rezendes continues a fumily tradition
of superb musicianship; his grand-
father was considered one of the finest
musicians in Portugal.

De Rezendes plays, and builds, the cit-
tern, a twelve-stringed instrument com-
monly known as the Portuguese guitar or
as the flat-bodied mandolin, Early Ren-
aissance instrument-makers, disgruntled
with the lute which required frequent

and laborious tuning, created the cittern
for casual music-making environments

such as barbershops and taverns. So dif-
ficult was the instrument it replaced
that some wags comment that an eighty
year old lutenist had to spend sixty of
his years tuning his lute., The cittern,
with wire strings reducing the need for
excessive tuning and with a sturdy flat
back, found its place as a folk instru-
ment, although ornate variations appearecd
in the music halls of the nobility.

De Rezendes acquired his craft through
an apprenticeship at age eighteen to a
Portuguese cittern-maker whose sons
were uninterested in pursuing their
father's craft. This failure to trans-
mit skills along family lines typifies
disjunctures folk cultures face in the
attempt to maintain their integrity in
the midst of complex industrial soci-
eties.

In some cases the craft technology is
removed from its family and social con-

Produced by the Divivion ot Publ
Programming Services and the communitas of
Rhode Iand tor The Providence Department
of Public Parks with a grant trom The Natonal
Endowment for the Arts Tolkarts Program
Intormation 785-9450

1981 Roger M Hgms Park Soseans Pabibeatin,

Aruitoxt provided by Eic:

Providence Department of Public Parks presents

in the Parks

text and transformed by the demands of
production- for example, the factory
manufacture of guitars., As guitar-
maker Frank Haselbacher points out,
substitutions of lesser quality wood,
use of metal braces and plastic orna-
mentation, changes in the design of
neck attachment to the body, and the
replacement of varnish with quick-
drying lacquer work in subtle ways in
modifying the traditional hand-built
guitar,

In other cases, committed individuals
manage to carry on specific skills

and information created by the folk
cul ture without the nurturing environ-
ment of a traditional society. For
example, de Rezendes did not acquire
his cittern-making skills in the cus-
tomary way- through the family; his
knowledge of the traditional folk
tunes periormed during the Hand-Built
Music program was developed through
traveling with professional musicians,
not in a traditional village setting,
Anthropologists have termed such dedi-
cated cultural preservationists 'folk
revivalists.,"

In rescuing components of a particu-
lar folk culture, however, the mean-
ings of the components change., No
longer scrving as a vchicle of inte-
gration for the community which de-
fined its form, the cultural product,
whether song or instrument, becomes
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apprehended for its aesthetic effect,
not for its original total cultural
impact. In more extreme cases, as

the form is removed from its context,
it undergoes subtle transformations

to meet the demands of national, and
international, markets as, for cxample,
in the transition from traditional
Appalachian mountain music to Blue-
grass.

To fully comprehend the meaning of

a folk cultural component requires
transformation into u member of the
sustaining culture- a clearly impos-
sible task. Understanding emerges as
a matter of interpretation. In order
to assist the audience in exploring
the world of folk music and instru-
ments, the folk artists in the Hand-
Built Music program, both authentic
and revivalist, will attempt to fill
in the contours of meuaning through
discussion as well as performance.
Hopefully by creating 4 brief immer-
sion into the pathways of other cul-
tures, we may surface with a fuller
understanding of the shapes of our
own cultural processes,
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l.eslie Wright, an Ashaway resident,
grew up on a large farmstead in Hope
Valley when the community was a
thriving agricultural and textile
center, A member of the Rhode Island
0l1d Time Fiddlers, Wright acquired his
fiddle skills on the sly. His father,
a boss carder at the Mystic Woolen
Company, kept careful care of his
prized k. Martin Stradivarius violin,
No meddlers were allowed to handle

the fiddle. When his father left the
house, Wright would go to the hiding
spot, unpack the instrument, and prac-
tice. One day his father noticed that
the violin had been returned to a
slightly different position and con-
fronted his son, leslie Wright picked

RIC
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LESLIE WRIGHT WITH CIGARBOX FIDDLE

up the fiddle -.and played with such
dexterity that his father's anger
turned to admiration. Wright had re-
peated a family tradition- his father,
too, had also ledrned to play the vio-
lin in his father's absence.

Wright's family- father and uncles
0Ollie, Herman, Tommy, Roy and Freddie-
could all scratch out tunes on a4 vio-
lin. Uf his 98-yecar old uncle, Wright
commented that he could still outplay
many a fiddler,

In an age without mass media, people
made their own eptertainment. More
affordable than the niano, the viotbin
emerged as a common instrument in
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the Yankee folk tradition. On a
weekly basis, tables, chairs and

‘other furniture would be cleared from
homes to make way for the "kitchen
dance"- square and contra dances in
livingrooms to the accompaniment of a
solitary fiddler. Although contempo-
rary old-time fiddlers frequently
perform in grouns, the kitchen dance
was the domain of a single musician.
As well as providing a wonderful
time, drawing nearby familie: to-
gether served to reinforce the neigh-
borhood as a viable social unit,
While the fiddlers fiddled and the
dancers danced, neighborhood aftairs
were discussed over the kitchen
table,

Music at the Kitchen dances tra-
versed a wide ground. Although Irish
reels and Scottish hornpipes pre-
vailed, fiddlers would mix in popu-
lar tunes of the dav. Wright's father
also played in orchestral groups, per-
forming foxtrots, waltzes and polhkas.
Community-wide dances would be con-

.ducted in various halls scattered
throughout the town- in Barber's Hall,
in the Polish Club and in the 0dd
Fellows' Building. "People were dif-
ferent in those days," says Wright,
"They didn't go all over the country
for dances; a lot of people in town
would participate.” On a yearly
basis the townspeople would stage a
minstrel show- a ritual occassion
which served to promote community sol-
idarity.

Barber's Hall was the site of a per-
formance Wright will never forget.
"The violinist had this saw laying
there on the chair, you know. Nobody
knew what he was going to do with it.
$o he takes the saw and cuts a leg
off a chair just to show that it was
a regular saw. Then he sat down with
lis bow from the violin and plays this
song with a piano. That kind of stuck
in my mind, vou know. And [ always
thought, '1'd liko to try that.' But

‘I never could find a saw I could play.”

Q

ERIC

Aruitoxt provided by Eic:

37

Finally, upon inheriting a tool chest
from a relative, Wright found some
saws he could play. "You have to hold
one a certain way, anyway. [t must
have come natural. I picked up the
saw and tried the bow on it and, boy,
pretty good!" An important part of
suw playing involves developing an
"S'" curve on the saw blade- and the
muscles to maintain the curve! Tod:r
Wright plays a special, profession..
alloy saw obtained from a blin!
musician. Handles are attached to

the end of the saws to assist the
player in maintaining the proper
tlex.

Wright also playvs a "dancing man”
which he made about forty vears :go
from pinc, muple and walnut, The
board the man dances on was fash-
foned from the sound box of an old
set of drums., Of his talent with the
duncing man, Wright comments that he
just picked it up. He had scen one of
the old fiddlers with one, bhut it
wasn't carved- "just a shingle with a
face painted on it." He affectionately
calls the sculpted figure "myv little
showoff,"

A substantial collection of instru-
ments graces Wright's music room in
his Ashaway house- old fiddles, a
cello, and a bass banjo constructed
by Wright. Several years ago Wright
also purchased a cigar-box fiddle.
I'he pody of this instrument huas
literally been fashioned from an old
wooden cigar box with an oak neck.
Other woods, Wright contends, scerve
far better as neck material- maple,
hickory, buckthorn and applewood.
The metal clamps attached to the end
of the fiddle have been added to
facilitate the playing of the instru-
ment .
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BASS BANJO BUILT BY WRIGHT

In traditional societies, skills and
cultural information are transmitted
along kinship and community lines. In
Medieval Europe changes in the economic
structure created changes in other as-
pects of culture including the elabor-
ation of the role of the specialist.
Instrument-making became the domain of
claborate guilds catering to the de-
mands of court and royalty. Frequently,
however, the guilds would be structured
atong family lines. Lute-making skills,
tor example, could be passed from
father to son, in the context of the
puild structure, for generations.
Today, in Germany, the Mittenwald School
continues the traditions of the guilds.
Instrument-making in Europe constitutes
a trade with a formalized apprentice-
ship and certification of the instru-
ment-makoer,

JI8

KARL DENNIS, VIOLIN-MAKER

Karl Dennis, who has studied under ‘
Karl Roy at a special institute in
Vermont run by the Mittenwald School
and devoted to violin construction,
notes that the United States never
developed such a formalized system.
In the young American frontier, a
farmer might think, "Why not bhuild

a fiddle." In rural arcas an enter-
prising instrument-maker could ven-
ture forth, cut a tree, apply his
woodworking skills, and transform
the wood into a playable, if not
elegant instwument. The lack of a
great, and exacting demand for in-
struments by orchestras discouraged
the development of claborate guilds.

The individualist cthos of the Amer-
ican astrument-builder survives
today. Few occassions allow luthiers
an opportunity to meet to discuss
their craft. The process of instru-
ment construction remains a solitary

pursuit for the most part. .

JON CAMPBELL

An inability to locate satisfactory,
and affordable instruments led Jon
Campbell to experiment with instru-
ment construcstion. Campbell spent
close to eight months measuring and
studying instruments before he applied
wood-working skills which he had ac-
quired through his family. Campbell
has constructed a wide varicty of in-
struments from the truditional bouzouki
and mandolin, on display in the lobby,
to extraordinary, eclectic instruments
designed for the needs of rock and
roll musicians., As a performer, Camp-
bell concentrates his attentions on
traditional Irish music.
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FRANK HASELBACHER

Frank Haselbacher, providing a display
and discussion of Spanish guitar con-
struction in the lobby, learned his
craft through apprenticeship to Albert
Augustine, founder and owner of Aug-
ustine Guitars in New York City. Prior
to his apprenticeship, Haselbacher
worked for the New York Fire Department.

In Haselbacher's words, "appren-
ticeship never ends." Several years
passed in Augustine's shop before he
built a complete guitar. The sheer
time involved in fashioning a guitar
tends to discourage excessive exper-
imentation., "You know the trouble
with guitars? ' Haselbacher asked.
"It takes a long time to get your end
results because instruments mature.
If someone purchased one of these in-
struments (on Haselbacher's wall) it
would take about a year until it
would fall into place. Playing the
strings- the wood moves and gradually
the instrument matures. "

Haselbacher makes six to eight instru-
ments per year; cach guitar takes
approximately 4 to 6 months to build.
The tops of Augustine guitars are
constructed from clear German spruce;
the sides and back with either Brazil-
ian redwood or Fast India rosewood.
Occassionally red cedur is used for
guitar tops to produce a more brilli-
ant sound. The necks are fashioned
from mahagony. Haselbacher obtains his
wood from a very small supplier in
Vermont.

Hasclbacher's customers are gencrated
mostly by word of mouth, although he
also receives referrals from Augustine's
widow in New York. Repair work for New
Haven and Boston customers also con-
sumes significant time. As with Dennis,
Hasclbacher has studied the construction
of many types of guitars in repair work,

Haselbacher has been approached to build
lutes, zithers and other instruments

RIC
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but, despite his carly zither lessons,
space in his Voluntown home does not per-
mit expanding the range of instruments

he works with,

BOB BLACK BULL

Bob Black Bull's great g!‘andp;n'cnts
migrated from Montana to Rhode Island
to work with the railroad. His great-
grandfather Nina Peta (Eagle Chief)
and his great-grandmother Sik Sika
Akie (Black-Faced Woman) raised him in
Pawtucket. Favored becausce he was an
oldest child, a "Minipoka," Black Bull
was in a unique position to learn
Blackfoot traditions. The oldest child
is often assigned to help grandparents
when they grow too old to perform

some of their tasks; in exchange the
child receives all the knowledge and
technical skills of that older gener-
ation. Bob Black Bull learned his les-
sons well; today he serves as a con-
sultant on Native American Art,

Grandparents certainly are revered in
Western societies. In Blackfoot kin-

ship terminology, a young person can

have cven more of a good thing- tribal
members refer to all relatives in their
grandparent's generation as '"grandfather"”
or "grandmother." For cxample, a grand-
father's brother will be referred to as
"grandfather."

One of Blackbull's "grandparents,”
George Kicking Woman, knows all about
"pipe ways.'" When Black Rull started
going home to Montana in {976, he
attended a Pipe Dance, an occassion full
of personal and cultdral significance
for him., The Blackfoot celebrate the
Pipe Dance every spring to welcome the
renewial ot Life, Svmbolically, the dance
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represents the opening of the 'Pipe Bun-
dle," given to the people by the Thunder
Being. This ritual dance was originally
conducted during the first thunder of
spring; to accommodate to Western time
structures, the dance.is now held on

the closest weekend.

The grandparent's name, Kicking Woman,
was given to the family generations
ago. An elder had three wives. The
youngest was very obstinate; when an
enemy visitor came to camp she re-
fused to serve him and spat in her
husband's face. He threw her out
kicking and screaming. Today George
Kicking Woman travels all over the
country because, in Black Bull's words,
"people want to learn what they have
forgotten."

Black Bull's clothing represents the
spectacular ceremonial dress tradition
of the Plains Indians. The term, Plains
Indian, includes many tribes inhabiting
Middle America- the Crow, the Sioux,
the Cheyenne, the Pawnee, the Commanche,
and others. The Roger Williams Park
Museum houses a collection of Plains
Indian artifacts on the second floor.
Following Black Bull's performance/dis-
cussion, we recommend visiting this ex-
hibit to compare Black Bull's tribal
dress and his drums with those on dis-
play. Also available for comparative
purposes in a display case in the lobby
are clothing, a drum, and other arti-
facts once owned by the Passamoquoddy
Indian, Leslie Melvin.

NANCY GARCTA

Narragansett Indian, Nancy Garcia,
demonstrates the construction techniques
of Native American drum beaters, rattles
and bells in the lobby area. As with
Black Bull, she has learned her skills
in the traditional manner- through rela-
tives and clders of the Naragansett
tribe.
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ALI CISSOKO

Although he has become a fixture on
the Providence cultural landscape,
Ali Cissoko never fails to gener-
ate excitement during his perform-
ances. Cissoko has handcrafted all
the instruments he uses in perform-
ances, His construction skills were
acquired through apprenticeship with
instrument with instrument builders
in his native Senegal; his father
also taught Ali many of the nuances
of instrument construction,

Ali Cissoko
speak about

is uniquely qualified to
his traditions. Not only
has he been immersed in his rich and
distinctive culture, but also studies
Anthropology at Northeastern Univer-
sity. In another rare combination,

Ali moves within the world of visual
expression as easily as he does in hi.
musical environment. He holds an M.F,AN
from Rhode Island School of Design in
Printmaking and has exhibited in gal-
leries in New York, Providence and Sen-
egal,

Since arriving in Rhode TIsland, Cis-
oko has taken an active role in the de-
velopment of programs concerned with
the African experience. He has served
as choreographer of African Dance for
the U.R.T. Dance Company, as a drummer-
accompanist for the Rhode [sland State
Council on the Arts Community Arts
Dance Program, as an African Dance
tcacher at the Rhode Island School of
Design, and as lead master drummer for
Rites and Reasons at Brown.




MICHAEL BRESLER
FLUTE WORKSHOP

Michael musician and Jewish

Bresler,
story-teller, leads a workshop in

the construction of bamboo flutes.
Instruments made from hollow reeds
have been found throughout the world.
Bamboo growing in Asia, Africa and
varts of America has served as the raw

naterial for the construction of mu-
sical instruments. Bamboo tubes and
other types of tubes have been found
in the tombs of ancient Egyptians and
pre-historic sites. Other reeds used
to create fluies include bulrushes and
Japanese fleece. In licu of proper
vegetable matter, glass bottles filled
to varying depths can recreate the prin-
ciple, if not the aesthetic, of pan
pipes.

One source relates the origin myth of
the Chinese musical scale, " In 2600
B.(. the court musician, Ling-Lun, was
commanded by the Emperor to find the
natural laws of music and a scale upon
which all Chinese music could be built.
So Ling-Lun went out by the river loang-
flo and lived there in solitude, listen-
ing to the sounds of naturc..."

"One day as lLing-Lun was trying to
hear the exact pitch of the sound of
the river, the sacred phenix bird.
whose name was Fdang-Hoang, appear:d

in a tree near-by... Soon the bird
sang out in a loud clear tone that
seemed to Ling-Lun to be the exact
tone which was made by the flowing
water of the river. He cut a bamboo
pipe until it made a sound of the
same pitch so he would not forget the
tone, and so he could use it for the
first note of the new scale. Then the
phenix bird sang again, and there were
six different notes in his song.Ling-
Lun cut six bamboo shoots to match the
tones of the bird. Then a lovely
female phenix bird appeared and sang
six other tones, which seemed to be
tones that came between the notes of
the male bird. And Ling-Lun called
the six tones of the male bird the
masculine tones, and the six tones of
the female bird, the feminine notes.
He took the twelve pipes back to the
Emperor's court and thus fixed the
pitch of the Chinese scale forever."

(From Creative Music in the Home
written by Satis N, Coleman and pub-

lished by Lewis E. Myers and Compary,
1927).

DAVID NOLL

Another luthier exhibiting his work,
David Noll runs the Noll Guitar Com-
pany in Providence.

SPECTAL THANKS

Special thanks are extended to the
Folkarts Program at the Rhode Island
Council on the Arts and to the Rhode
Island School of Design for their
assistance in creating the Hand-Built
Music program.
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children’s ®
10730 Cuctid Avenue
ARE T e

JULY 5, 1936

TRADITIONAL AMERICAN EXPRESSIONS

Nanci Thomas

Japanese Dance/Origami

"For the past 30 years Yoshiko Baker, Linda Omura, and Dolly Semonco
have taught traditional Japanese dancing within our community. This is
one of the ways the Japanese-Americans have learned about their heritage.
Through many hours of practice and our teacher's patience, we've managed

to preserve a small part of the Japanese culture.

There is also the art of Origami or paper folding. With Origami, you .
can make objects, (swans, whales, etc.) by doing paper folds without

using scissors or glue.
Both the dancing and Origami can be passed down through the generations.

My daughter started dancing and origami at the age of five. I hope she too

will continue to carry on the Japanese culture with her children."

FUNOED BY AMERICAN EXPRESS
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museum 216) 1917114

JULY 4, 1986

TRADITIONAL AMERICAN EXPRESSIONS
"HANDS AROUND THE WORLD"

I. American Playparties

II.

IIIL.

Mazoo

Bingo

Paw Paw Patch

Turn the Glasses Over

Sent my Brown Jug Downtown
Alabama Gal

Great Big House in New Orleans
Going Down to Cairo

Each of these has a simple song which is taught along with

the dance. Most of these require partners; would probably wind up
being done by one parent and one child. Any number of couples can
be accomodated.

Big Circle Dances

Requires partners; any number of couples can be accomodated.
Movements are taught and then called, as in square dancing. The
group responds to the calls. This can be kept to very simple
patterns, or can be developed with a sufficiently able group of
dancers to fairly complex figures.

Most American square dance are not appropriate in the setting we
are dealing with as they require sets of eight; it's difficult to
assemble and then maintain sets in the fluid circumstances we
expect. Also, some pecple who might want to participate are
necessarily left out.

International Folk Dances

Zemer Atik, Mechol Ovadya, Im Hashachar - Israel

Hopa Hopa, Nebesko Kolo, Makazice, Gaida - Yugoslavia
Tarantella - Italy

Stack o' Barley - Ireland

Ibo- Nigeria

Tanko Bushi- Japan

Ya Abud - Arabic countries

Coordinated by Carole and Paul Kantor

FUNDED BY AMERICAN EXPRESS
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A NOTE ON THE PLAY DELAWARE GHOSTS

DELAWARE GHOSTS, a traveling one-act play produced by The Delaware
Theatre Company in cooperation with The Delaware Folklife Project, 1is an
unusual attempt to bring Delaware's history and folklore to life. Many
weeks of reading, fieldwork and library research went into the production
of DELAWARE GHOSTS and the resulting play is an exciting reflection of
Delaware's traditional culture. Combining the fine arts of The Delaware
Theatre Company with the folklore of Delaware has been a happy experience.

With the financial backing of The Delaware Humanities Forum the
Delaware Folklife Project's research committee was able to travel the state
to collect ghost stories from private individuals and from members of
senior centers, historical societies, schools and clubs. In exchange for a
lecture on folklore members of these groups allowed us to tape-record their
narratives. The Delaware Department of Public Instruction has been
exceedingly helpful in bringing the play to schools and enabling us to do a
series of in-service programs for teachers. The local news media has
outdone all previous attempts to carry Hallowe'en stories, and as always,
Dr. Robert Bethke of The Folklore and Ethnic Arts Center, University of
Delaware, was generous with his student archives and reference books.
People from every age group, every social and economic level, every stage
of education have worked together to bring this play to fruition. Tt has
been fun and we are very proud of the play and of Delawareans working as a
team to produce something special.

Kim Burdick, President and co-founder of The Delaware Folklife
Project, has a BA in art history and a masters degree in American folk
culture. She is the author of a variety of articles and television scripts
focusing on many facets of American folklife. GHOST SHIPS AND GHASTLY
TALES is available in lecture form to adult audiences and through THE
NELAWARE HUMANITIES FORUM, 2600 Pennsylvania Avenue, Wilmington, DE 19806.

The Delaware Folklife Proiect 1is an all-volunteer organization
dedicated to documenting, preserving and presenting to the public in a
lively and informative way the traditional culture of Delaware. DFP's
1984~85 program included The Delmarva Folklife Festival; Salute to Jehu
Camper; A Day on the Delaware; and The Arden Quilt Day. Membership is open
to the public. For more information call 762-2046.
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Addendum #6

Teacher Training/Higher Education

Although most all of the folk-artists-in-schools programs have been
met with enthusiastic support by teachers, students, artists, and com-
munity members, they have not been without problems. Perhaps the
most glaring criticism hasbeen the lack of qualified or trained person-
nel to carry out a suceessful program. Folklorists have often been
thrust into the role of instructor—a position for which they may or may
not be well prepared. Likewise, classroom teachers have not been
given adequate training to prepare for and continue students’ com-
prehension of the information thata folk artist brings to the elassroom.
Asked to highlight problem areas in folk-arts-in-education program-
ming, handbook contributor Glenn Hinson gave the tollowing suc-
cinet appraisal:

Most folk arts programmers seem singularly unaware of the demands that daily
instruction places on schoolteachers. Calling for core-level integration of folklore in
social [or art] studies curricula, project planners blithely provide instructors with pro-
gramming guides and reading lists, fully expecting teachers to take time from already-
harried schedules to read the materials, contemplate their implications, and implement
theirsuggestions.. . .Only providingin-depth teachertraining and concomitant
compensation—in the form of continuing education credit, substitute teacher relie,
etc.—can we realistically expect to achieve some degree of interpretive excellence and
curricular integration.'

Certainly it would scem ideal to have classroom teachers partake in
training before a FAIS or FAIE project begins. Workshops for teachers
have been built into the structure of many FAIE projects. Typically
these workshops have been condueted in short-term formats (one hour
to one dav) and have taken place only during a funded project.

The New York Folklore Society has sponsored several one-day
seminars on presenting folk artists in the classroom. Educators, local
historians, arts administrators, and artists arc invited to hear first-hand
experienecs of other folk-arts-in-education projeet participants. ad to
watch a folk artist and teacher present a typical classroom folk arts
demonstration or pcrfnrm:mcc.

In some states or regions, costference sessions on folk arts in eduea:
tion (Utah) or summer workshops (Florida) have been developed. The
Fife Folklore Conference. held annually in Utah, offers a series of
workshops and lectures on folklife for which attendees can reeceive
three hours of undergraduate or graduate eredit. Though offerings vary
from vear to vear, typical sessions are focused on such topies as folk
custom and belief, urban traditions, material culture, and folklore in
the schools. Presentors inelude folklorists working in both academic
and public seetor settings, folk artists, and educators. As the brochure
for the Florida summer seminars states, “the Department of State's

26
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Bureau of Florida Folklife Programs invites Florida educators and other
interested persons to attend their annual Summer Seminar on Folk
Culture. For the past three vears, the bureau has conducted a two-day
seminar in July designed to help teachers incorporate areas of tolklite
studies in the K-12 school curricula. . . . Lectures, instructional mate-
rials, and traditional artists will all be part of the two-day agenda.” For
these sessions, teachers can elect to receive in-service credit points.

At Teachers College, Columbia University, Dr. Judith Pasamanick
has coordinated a Summer Institute in Folklore since 1984. With
support from the National Endowment for the Humanities, 40 elemen-
tary and middle school teachers are brought together with scholars and
lecturers in the humanities for a three-week period. Participating
teachers receive a stipend, in-service credits, and or from 1-6 credits,
of graduate study.

These examples do not change the fact that there still are very few
training opportunities available to the educator. Those colleges and
universities that have degree programs in folklore have offered few, if
any, courses in appli:d folklore or folklife-in-cducation. When courses
have been offered, they have been met with enthusiasm by teachers
and have resulted in projects that have successfully integrated tradi-
tional knowledge into the classroom.

Dr. Rita Moonsammy, has created a novel way in which to simul-
tancously train teachers and to plan and implement folk-arts in-
education projects in New Jersey. Moonsammy’s report on this plan
can be found in chapter two, “Reports from the Field.” More recently,
Dr. Kris Congdon has developed a course on folk arts in education as
part of the graduate program in arts education at Bowling Green
University. By including the course in a degree program for educators,
both Drs. Congdon and Moonsammy have recognized and validated
this approach to arts education.

Yorrespondencee with Glenn Hinson, May 20, 1986,

a. “Teacher Workshops: Criteria for Success,” reprinted with permis-
sion from WORKING IDEAS: A Guide for Developing Successful
Opera Education Programs which was developed by OPERA
America and Learning About Learning. Copyrighted by Learning
About Learning, 1983, All rights reserved. Contact OPERA
America, Education Program, 633 F Street, NW, Washington, D.C.
20004 for any use of information printed on these pages, orif vou
wish to purchase the complete publication,

h. 4th Annual Summer Folk Culture Seminar brochure, reprinted
with permission from the Burcau of Florida Folklife Programs.
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Teacher Workshops:
Criteria for Success

An active teacher workshop by Michigan Opera Theatre

In General

1.

tw

All teachers' classes should be taught by
qualified personnel with a good background
in the aren they are addressing,

Give your in-service workshop or course a
specific objective. Don't try to cover too
much information at one time — give
teachers only as much as you can
successfully handle, is relevant to the
objectives of the workshop, and that they
can apply for themselves or with their
students.

Work with sizes and kinds of groups you
feel you can comfortably handle until you
gain experience. The activities and intent of
the workshop will help define the number
which is most appropriate. Your own
feelings will help determine the grade level
and special circumstances of the children of
the teachers you choose.

Beforeband

I

Thoroughly investigate the objectives of the
teachers you are teaching. What are the
state, district, and school mandates they
have? What texts and other materials must
they use? What are the special needs of
their students? If at all possible, you mus.

—————J_

0.

give them a way to use your program in
what they are already doing or they may be
resistant to your program.

Bring lots of quality handouts on your
program and the opera company, as well as
worksheets the teachers can use afterward
with their students. '

Know in advance the time, space. materials,
and so on you will need to have.

Use minimal ut well-integrated audio-
visual aids.

Take care of all creature comforts. When
teachers have to put up with hardships. they
may not get any other message from you.
Plan an appropriate documentation
procedure; ¢.g., photos, written comments
of participants, videotaping.

During

1.

329

Tell teachers what they are going to do and
why it is important before you start. Tell
them again after you finish.

Give teachers some theory, research or
other information to support the value of
what you are teaching whenever possible.
Have hands on activities. Teachers are often
“lectured out” and will learn more by

BEST COPY AVAILABLE
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0.

doing. If workshops are after school, be
considerate of the fact that the teachers
have already had a long active day.

You may have teachers perform in some

way for one another. Although they may be
hesitant to do so, with your encouragement

it can give them added confidence in
themselves and their understanding of
opera.

Give teachers a chance to think and invent a

way to apply your materials, program or
ideas in their specific situations. Get

teachers to invent lesson plans, classroom

aids, ctc., as part of the workshop.
Have time for questions and answers.

After

v

3

Always have a written evaluation at the

completion of the workshop. You may also
wish to discuss or record reactions as well.

Invite the teachers to attend your opera

performances and’ or visit your educational

programs.
Leave the space tidier than vou found it

30

Options

Teacher workshops can be:

as short as 30 minutes to 2 hours or last
much longer all day or;

series of several days or weeks;

for inservice, university, or continuing
education credit;

a part of a larger program for children;
for the regular classroom teacher, the
music teacher, other specialists such as
the special education teacher, ctc.;
focused on how to teach about opera or
they can be for the teachers’ own
renewal or skills development;

about opera per se or about how to use
opera to teach academic subjects;

used to teach teachers to appreciate
and/or actually produce opera/musical
theater;

anytime during the week or year that is
convenient for the opera company and
the teachers.
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Florida Department of State
George Firestone
Secretary of State

Bureau of Flonida Folkhite Programs
Bov 265
White Springs. Flonda 1286
(904) 197 2192

4th Annual
Summer
Folk Culture
Seminar
July 15 - 16, 1985
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Addendum #7

General Education References

The succeesstul integration of folklife information into the curricu-
lum is contingent upon not only the preparation of the educator but
also the preparation of the folklife specialist. The educational field has
become a highly developed area of rescarch and knowledge. New
information in such subjects as learning theories, teaching strategies,
and educational psychology has dramatically changed the way in
which the process of learning is viewed. While many disciplines have
methods courses to prepare teachers of their respective disciplinary
subjects, folklore has lagged behind. Thus it is necessary for the folklife
specialist to work closely with educators in the development of folk arts
programs. The information in this section is intended to provide a brief
introduction to the world of educational studies.

In order to integrate a new program into an already existing educa-
tional structure, it is also necessary to understand the nature of the
structure and who is involved. Since most FAIS projects have been
implemented in public school systems, the two sections entitled
“Who's Who in the School Distriet™ and “State Plans for the Arts™ have
been included to provide information on those structures.

a. “The Nature of Learning” and “Learning Styles” reprinted with
permission from WORKING IDEAS: A Guide for Developing
Successtul Opera Education Prograrn.s which was developed by
OPERA America and Learning About Learning. Copyrighted by
Learning About Learning, 1983, All rights reserved. Contact
OPERA America, Education Program, 633 E Street, NW, Washing-
ton, D.C. 20004 for any usc of information printed on these pages,
or if you wish to purchase the complete publication.

b. “Framework™ Diagrams developed by OPERA America, “Frame-
work for an Opera Education Curriculum Guide,” copyright 1984,
Diagrams may not be used without written permission from OPERA
America. Contact OPERA America, Education Program, 633 E
Street, NW, Washington, DC 20004,

¢. “Who's Who in the School Distriet™ and “State Plans for the Arts™
reprinted with permission from WORKING IDEAS: A Guide for
Developing Successful Opera Education Programs which was
developed by OPERA America and Learning About Learning,
Copyrighted by Learning About Learning, 1983, All rights reserved.
Contact OPERA America, Education Program, 633 E Street, NW,
Washington, D.C., 20004 for any use of information printed on
these pages, or if you wish to purchasc the complete publication.,
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The Nature of Learning
How Children Learn

The natural way children learn is through active, construetive inter-
action with their environment of people, places, and things, and with
information of all kinds. The best and most reeent research from the
cognitive seientists who study mental processes such as pereeption,
memory, comprehensive, invention, and problem-solving, reatfirm
this view of learning,

In addition, not al! children learn in the same way: for example,
different ages think in quite different ways, Individuals have “learning
stvles™ that color the way they perecive and deal with information.
People’s familial and cultural backgrounds and their varying expe:
rienees also influenee how and what they learn most casily.

Because of the: natural way children learn, edueators cannot simply
decide what they want to teach and how to teach it and expeet every
child to learn it. The best edueators find out as much as they can about

the children they wish to reach and develop lessons that allow ehildren
to deal actively and construetively with information.

A Little Bit of What Educators Know

Most teachers trained through university courses learn about views
of learning by studying theorists such as Jean Piaget, Erik Frikson,and
Jerome Bruner. Piaget, probably the single most well-known theorist,
demonstrated that children go through stages in their intelleetual
development which causes them to learn differently at different ages.,

His educational preseriptions were to provide the child with learnin,
experiences slightly above the child's development level that would
capture the child's interest and ¢ riosity and cause him her to re-
examine what hesshe has already learned.

Erik Erikson also believed children go through stages of develop-
ment. But while Piaget was conceerned with the developmentoflogical,
rational thought, Erikson looked at a child’s social development and
self-understanding. Extending the ideas of Sigmund Freud, Erickson
felt that for cach level of development a child had a “task™ to accom-
plish and that if that task was not accomplished the child staved at that
level, Erikson is probably best known for ereating the term “identity
crisis.” which he believes oceurs when the adoleseent does not estab-
lish a strong sense of self.

Erikson's educational preseription would be to allow the ¢hild to
take on positive roles that will give him her the best chanee to accom
plish the developmental tasks.

Jerome Bruner, of all the theorists, was most interested in the
creative nature of learning. Like Leo Vygotsky, he saw the value of
many of the activities in the arts: active ereation and invention,
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imaginative play with ideas, the use of a variety of media and materials,
and the encouragement of unique individual solutions. Perhaps the
most innovative of Bruner's ideas was the notion of how to look at a
ficld of study, such as mathematies. To him, just as important as the
knowledge and skills to be learned in a ficld was the particular brand of
creative thought within the field. He was interested in the universal
questions posed in a field and how grappling with those questions leads
the child to discoveries about the field, onesclf, and the human
condition.

Bruner's educational prescription would be to pose the most pro-
vocative questions such as “What makes human beings human®” to the
child. He believed this should be done not by asking the child outright
but by presenting the child with evidence and experiences designed to
cause the child to pose his her own questions and seck his ‘her own
solutions.

Educators looking for a way to categorize the various levels and
forms of learning gencerally use Benjamin Bloom's taxonomy. This is
not the only way to categorize learning but it may be the one vour
school districts use to frame their educational objectives for children.
[is cognitive categories include knowledge, coniprehension, applica-
tion, analysis, synthesis, and evaluation. Sce Bloom, B. 8., et al.,
Taxonomy of Educational Objectives: Handbhook I: The Cognitive
Domain. London: Longmans, Green, 1956,

Do the Arts Help Learning?

Educators who aren’tarts specialists don't usually learn much about
the arts as part of their training. If they have positive personal expe-
riences with the arts then they may learn to value them. Unfortunately
even if educators like the arts, reading and mathematies are seen as the
primary focus of education. Achievement tests, which greatly in-
fluence parents and educators. always cover these areas, and almost
never coneern themselves with the arts. However, educators and
others in the arts have scen firsthand the many positive effeets expe-
ricnees in the arts can have on children, not only because it enriches
their lives but beeause it can be future training for carcers in the arts.

In an effort to “prove” the importance of arts, arts education and
supporters all over the country have written treatises and conducted
research. Some of the best general informiation can be summarized as
follows:

L. A miajor way in which the artsaffect learning is that learning begins
with pereeption, and artistic experience heightens pereeptual
acuity. (See Coming to Our Senses, by the Arts, Education and the
Americans pancl.)

(s ] [
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3. There are unrelated but growing bodies of literature and theories of
human development that suggest the basic power of arts expe-
riences to help children learn most naturally and effectively. (See
“Invention, Play, Media, and Individuality,” Interchange, Alliance
for Arts Education, 1982, for an overview of this research.)

3. Recent research in neuropsychology indicates that the hemi-
spheres of the brain differ somewhat in function, with one side
being more logical and verbal: the other more intuitive and non-
verbal. A case has been made that education should teach the whole
brain and that the arts are uniquely qualified to help do this. Other
evidence shows that even such logical mental activities as problem-
solving utilize intuition and creativity: thatis, need both sides of the
brain.

4. There is little hard data to support the notion that education in the
arts has a one-to-one relationship with success in other academic
subjects. This is not to say that other subjects cannot be learned
through the arts but only that the relationship of arts to learning is
not a simple case of more art causing more learning. (Ask OPERA
America for ways to obtain the CEMREL technical papers for a
review of the available cvidence.) There are however, schools
around the country with extensive arts programs whose students
are academically superior to their peers. (Sce the Rockefeller

o . .
Brothers Fund Arts Awards recipients.)

3. Several programs have used the arts to teach other subjects and
have been shown to be successful. (Write Learning About Learning
for a deseription of their program chosen as a model by the National
Endowment of the Arts or write the Endowment for information on
other model programs.)

Further References
Learning Theorist Described Here

Bruner. 1. S.. “Bevond the Information Given,™ New York: Norton,
1973.

Erikson. E. 11.. "Childhood and Society,” New York: Norton, 1963,

Piaget, 1., “Piaget’s Theory.™ In PUIL Mussen (Ed.), “Carmichacl’s
Manual of Child Psyehology,” (Vol. 1), New York: Wiley, 1970, pp.
703.32.

Piaget, J. and Inhelder, B, " The Psvehology of the Child.” New York:
Basic Books, 1908,

Vygotsky, L., "Mind in Socicty,” Cambridge, Mass: Harvard University
Press, 1978,

Vvgotsky, L. “The Psychology of Art.” Cambridge, Mass: MIT Press,

1971, N
036
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Arts Educators and Rescearchers

Eisncr, E. (Ed.), "The Arts, lHluman Development and Education,”
Berkeley: MeCutchan, 1976.

Gardner, L, "The Arts and Human Development,” New York: Wiley,
1973.

Ghisclin, B., "The Creative Process,” New York: Mentor, 1952,

Lowenfeld, V., “Creative and Mental Growth,” New York: MacMillan,
1957.

Madcja, S. (Ed.), "Arts and Acstheties: An Agenda for the Future,”
St. Louis: CEMREL, 1977,

Perkins, D, and Leondar (Ed.), *The Arts and Cognition,” Baltimore:
John Hopkins University Press, 1977,

Piaget’s States of Development and Related Artistic Achievements
The child is born with a capacity to perform certain physical actions
on objects: for example, seeing, sucking, and grasping. At first, what
the child can do defines the objeet: for example, a “suck-able™ or
“grasp-able.” Gradually the child learns that objeets exist even when
he she does not act on them: for example, objects that are visually
hidden no longer simply ccase to exist.
Relationship to Artistic Achicvements

The child goes from babbling to producing recognizable rhythm and
words:is able to imitate and repeat simple familiar events; can pretend
that one object is another or that an object is alive: can imitate large
gross motor actions: can produce simple seribbles: and can do simple
block stacking.

Pre-operational or Symbolic (Ages 112 to 7)

The child develops his her representational abilities, sueh as lan-
guage. He she caninteract not only with real objeets but with symbols
for those objeets, such as written words. The child gradually begins to
take other people’s perspectives into account. Toward the end of this
stage the child develops coneepts of relationships between objects,
such as number, mass, weight and volume.

Relationship to Artistic Achicvements

The child develops more elaborate mental imagery. The child spon-
tancously learns to create original stories, dramas and poctic lan
guage: compose simple songs: invent simple danees: work figures from
clay and constructions from blocks: draw human figures, animals,
houses, and a varicty of patterns and recognizable objeets: and use a
variety of media to express his her ideas and feelings. Children with
outstanding talents in some media are able to produce more mature
works.

J40 33'7
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Concerete Operational (Ages 7-11)

The child becomes capable of reversing a mental action so long as
manipulable objects are invelved: for example, the child can learn to
roverse addition with subtraction. He/she can relate objects according
to their similarities and differences and can classify clements into
hicrarchies.

Relationship to Artistic Achievements

Many children, for varying reasons, ceasc or curtail artistic activities
sharply during this stage. Those who do not curtail artistic activities,
develop their abilities to write stories and other ideas: understand and
use metaphorical language: initiate their own plays, songs, construce-
tions. cte. both alone and in their peer groups: create more realistic
and claborate visual arts products; compose and perform music and
dance with more technical control and formality: and learn skills
calling for safe and aceurate use of tools.

Formal Operational (Age 11-Adudt)

The young person becomes able to deal with verbaland logical ideas
in the absence of manipulable objects, for example, to solve a geomet-
ric proof. Proportionate relationships and analogies become casy to
deal with. He she ean construet philosophies and hypotheses, and
reflect on his her own activity of thinking,

Relationship to Artistic Achicvements

Most people at this stage should be sapable of understanding and
applying musical theory: developing artistic productions that contain
several levels of expression, and reflect a personal philosophy: tackle or
devise for themselves more elaborate and difficult artistic problems to
explore: and develop high levels of craftsmanship in their preferred
media. :

Erickson’s Stages and Tasks of Development
Trust: Infuncy

The infant must learn that the world is a good and trustworthy place
to be.

Autonomy: 2-3 years

The child niust learn that he she can sometimes operate indepen
dently from those around him her, and has control over some aspects
of lite (such as his her own bodily funcetions).

Initiative: 3-5 years
The child must learn to ereate and invent his her own situations and

solutions (as in imaginative play). 3 38
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Industry: 6-12 vears

The child must learn both to work positively and to do so cooperi-
tively with others (as in the tasks of school).

Identity: Adolescence

The voung person must learn to develop a sense of self that hesshe
:an characterize, that is unique, and that is assured (that is, one knows
who one is).
Intimuacy: Early Adulthood

The person must learn to develop deep affiliations in work, friend-
ships and love,

Generativity: Late Adulthood

The person must learn ways to contribute his - her experiences and
ideas to the next generation,

learning Styles

As important, perhaps even more important in the eves of some
educators, than a child’s developmental level is his. her learning style.
The moere an educator can know about how different children uniquely
learn, the betterable he she willbe to provide meaningful and effective
educational experiences.

Education has long talked about and studied “individual differ-
ences” (in the form of psychological or pyschometric testing) and has
more recently produced an extensive literature on “cognitive styles”
(the two best-known styles being “reflectivity-impulsivity” and “field
dependence-field independence™). In the first tradition, differences
between individuals are usually discussed in terms of higher or lower
scores on a particular test, while in the second tradition, an individual
is said to possess a certain style which is more or less effective in certain
situations, such as school.

It is also possible, however, to conceive of individuals with different
styles that are functionally equivalent. Such styles would mean chil-
dren can go on ditferent routes to the same endpoint of development,

A few recent studies have revealed that this may well be the case for
both children and adults in a number of important arcas. Simon
(1975) has demonstrated that in a simple problem-solving task, there
are several, equally valid ways of arriving at a correct solution. In the
domain of early language development both Bloom and her colleagues
(Bloom, Lightbrown, and Hood, 1978) and Nelson (1973) have found
that children with different styles of acquiring language can all come to
the point of language competence,

Gardner, Wolf, and their associates at Project Zero at Harvard are
conducting a longitudinal study of individual differences in children's
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use of symbols in language, drawings, two- and three-dimensional
construction, musie, movement, and symbolic play. In children as
voung as 15 months, they have found differences in the medium
favored during free play, in the amountand depth of engagement with
which the children explore a medium, and in the rate at which they
progress in working with various media.

At Learning About Learning Educational Foundation, over twenty-
five vears of informal observations of children working in their inte-
grated arts program have yvielded evidence of unique styles of creative
learning. These styles have to do with how individuals perecive and
transform information. A five-vear experimental laboratory classroom
based on these styles suceessfully helped children learn more effee-
tively in all subject arcas (Farnham-Diggory, 1980).

The arts are uniquely able to develop and nurture individual learn-

ing stvles through providing opportunities for children to pereeive and
give form to a myriad of ideas.

References

Bloom., L., Lighthrown, P., & Hood, L., Structure and variation in child
language. “Monographs of the Society for Research in Child
Development,” 1975, 40

Farnham-Diggory, S.. "An Arts in Learning Model for Education,”
1080.

Kogan, N., “Cognitive Styles in Infancy and Early Childhood.”
Hillsdale, N.J., Eribaum, 1976.

Nelson, K., Structure and strategy in learning to talk. “Monographs of
the Society for Research in Child Development,"1973. 38, (1.2
Serial No. 149).

Simon. 1. A., The functional equivalence of problem-solving skills,
“Cognitive Psvehology,” 19785,

Wolf, D.. & Gardner, 1L “Style and sequence in carly synmibolie play.™ In
M. Franklin and N. Smith (Eds.), Early Symbolization. Hillsdalce,
N1 Erlbaum, in press.
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RELATIONSHIP OF LEARNING/TEACHING GOALS TO LEARNING PROCESSES
FOR AN OPERA EDUCATION CURRICULUM GUIDE

COGNITIVE DOMAIN

Knowiedge, Recall
specifics
wiays and means of desling with specitics
universals and abstractions in a tield
Comprehensson
translation
interpretation
extrapoiation
Applicetion
Analysis
elements
relationships
organizational principles
Synthesis
production of unique communication
productic 1 of a plan
derivations of a set of abs. ¢t relations
Evaiuation
based on internal evidence
based on externai evidence

€ >

FORMS OF CREATIVITY

Expresaive

independent

sponteneous

freedom
Productive

skills acquired tor mastery

technique developed
invertive

ingernuity

invention

discovery
Innovative

modification of basic assumptions
Emergentive

reorganize experiences

ynsualnzt beyond scope of general public

AFFECTIVE DOMAIN

Receiving/Attending

awareness

willingness to receive

controt or selected attention
Responding

compliance

willingness

satisfaction in response
Valuing

acceptance

preterences

commitment
Organization

conceptueitzation of vaiues

orgenization of a vatue system
Characternization by a vaiue or value complex

genearelized set

characterization

existing knowiedge

how to teach
Presentation strategy

what presented

when presented

how presented
Learner characteristics

existing knowledge
Learming strategies

Teacher characterstics

ELEMENTS OF LEARNING/TEACHING PROCESSES

Encoding process
selection
acquisition
construction

integration of new information

Learning outcomes

recognition ~ newly acquired knowiedge

Performance

behaviors on tests Or pertormance measures

learner's behaviors intended to influence n encoding

1

Listen and Observe
at arts events

whaen creating on
Evaluate

hypothesize alter:

LEARNING/TEACHING GOALS

when studying about opera and its reiated disciphines

Q!nal works

distinguish simianties and differences
mahke compansons

netive cptiuns

Q
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articulate ones own perceptions of the art form
find outhowknowledgeable people inthe art form analyze and synthesize informaticn about the artform
and make judgments ebout 1t
Participate
be involved in producing the art form and continuousiy analyze synthesize and evaluale the process
work with people knowledgeable about the art form
become involved in the formal study of arts disciphnes
Create
use the knowledge. skilis and techniques of the ar: form to make Personal ur grou P statement 1n the art
form
expPlare the expressive quatities of the art form and its related disciplines
Study about the ant form
tesearch the history and cnticism of the art form
fearn about the Ianquages. vocabulary styles and genres of the art form
iearn about the relationships of the above as they pertain to world events and other art forms

|

LEARNING STRATEGIES

Rehearsal strategies for basic 1earning tasks
Rehearsal strategies tor compiex |earning lasks
Elaboration strategies for basic learning tasks
Elaboration strategies for complex learning tasks
Organizational strategies 1or basic l@arning tasks
Oiganizational strategies tor complex (eaining tasks
Comprehension monitoring strategies

Aftective strategies

References
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Who's Who in the School District

School Board

They can:

You must:

Determine school poliey.

Find out when to work with them direetly, The best route
may be through the superintendent.

Superintendents

They can:

You must:

Provide a setting in cooperation with your opera com-
pany. Approve funding and program. They may also be
willing to work with vou to contact the business commu-
nity for funding for programs that will impact their district
significantly.

Satisfy the needs of their boards, teachers, and parents.
Bring positive attention to their district. Use their time
sparingly.

Curriculum/Staff Developers

They can:

You must:

Principals

They can:

You must;

Suggest curriculum goals. Become actively involved in
planning a progranr: with you for their district. Help with
tunding. Promote materials development. Offer inserviee
opportunitics. Promote progrant in district.

Demonstrate a willingness to work with them to develop a
program that helps them mect state and district objece-
tives. Help them with their staff.

Give pernission for school participation in projects. Lend
support for ideas in the specific sehool (e.g., pilot pro-
gram). Rearrange school schedules. Collaborate, instruct,
work with PTA to determine any or all cultural activities
(¢.g.. in states where music staff no longerexist). Promote
total school participation. Disseminate your materials
and PR, Encourage teachers. Schedule events.

Demonstrate that vou can help them develop a program
that relates to their sehool's objectives. Help them help
their faculty. Be flexible. Tailor your programs to their
schedules. Help them bring positive attention to their
schools.
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Supervisors, Coordinators, Consultants

They can:

You must:

Connect you with key administrators, teachers, parent
groups with vour interests. Collaborate in development of
materials and programs. Suggest inservice possibilities.
Handle school operations resources. Help get kids for
outreach programs. Schedule performances, outreach
services for their distriet. Offer or suggest inservice oppor-
tunities. Give support to all-school programs (which will
help insure their success). Give permission for participa-
tion. Disseminate your materials and packets,

Demonstrate that you can help provide a program that
relates to objectives in their arca of specialization, e.g.,
music, math, English, bilingual education, special educa-
tion, gifted and talented programs, ete. Demonstrate that
vou ean help them help their teachers.

347
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State Plans for the Arts

Many states have enacted arts education plans which you should
investigate. Has your state legislature formally adopted such a plan? If
so when? Is it active ” How do your programs work in a coordinated way
with these programs? BE AWARE OF WHAT EXISTS WITHIN YOUR
AREA AT THE STATE LEVEL THAT YOU CAN INTERACT WITil IT!

Example of a state mandate for fine arts for the third grade:

Art
Awareness and sensitivity to natural and man-made environments

—Discover, explore and examine art elements: line, color, shape,
texture, value, form and space (K-6)

—Understand formal structure in art: unite, emphasis, balance, and
ariety (1-6)

Inventive and imaginative expression through art materials and tools

—Express individual ideas, thoughts, and feclings in simple media
drawing, painting, printmaking, constructing and modeling,
3-dimensional forms, manipulative skills (K-6)

Understanding and appreciation of self and others through art culture
and heritage

—Look at and talk about contemporary and past artworks, primary
sources and art visuals (K-6)

Aesthetic growth through visual discrimination and judgment

—Explore and examine artwork: students’ and major artists (K-6)

Theatre Arts
Expressive use of the body and voice

—Develop body awareness and spatial perception using (K-0)
rhythmic and imitative movement, sensory awareness and
pantomime

—Imitate sounds and dialogue (K-6)
—Reeall, sensory and emotional experiences (3-6)
Creative drama

—Dramatize literary selections using (2-6) shadow play, pantomime
and imitative dialogue

Aesthetic growth through appreciation of theatrical events
—View theatrical events emphasizing (3-6) player-audience relation-

ship and audience etiquette 3 4 8
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Singing coneepts and skills
—8ing songs (K-6) total group singing of action, scasonal, patriotie,
popular, cte.. songs and rounds

—Create dramatizations, movements, new words to songs (2-6)
—Develop the voice (1-0) deep breathing for singing

—Perform contrasts (1-6), high low, up down. tast slow, loud soft,
same ditferent, long short

—Recognize aurally (1-6) difference between melody and accompani-
ment, repeated sections, contrasting seetions, scetions that return
atter a contrast

--Sing individually (1-60)

—Sing and identify simple music forms (3-6)

Music listening

—Recognize aurally (K-6), high low, fast slov, loud soft, up down,

long short, smooth jerky, mood, ditference between melody and
accompaniment, repeated sections, contrasting sections

—lear musie that tells a story (K-6)

—Recognize soloinstruments by (1-6) sound, sight, and categorize by
families (woodwind, brass, strings, percussion)

—Listen to and identify simple musice forms (K-6)

Responses to musie through moving and plaving

—Perform gross motor movement to records and singing locomotor,
axial (K-3)

—Perform action songs (K-4)

—Move to express mood meaning ot the musice steady beat and body
sounds (K 6)

—Perform singing games (K-3)
—~Accompany songs and records with (1-4) body sounds and com

mercial rhythm mclody instruments

- Imitate and perform simple melodice rhyvthmic patternsand ehyvthims
(steady beat rhythm of words) beat groupings of twos (march) and
three (waltz) (2 3)

O
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