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ere at the Folklore Project for the last twelve years we’ve been 
privileged to explore some of the complexities of a range of arts that
you might call folk. We’ve sought out people and listened and looked
hard. We’ve paid attention to such arts as you may read about in this
issue: music and craft traditions, festivals, and narratives that distill
experience. We’ve listened to peoples’ histories, to their explanations
and their analyses of how things are and how things have come to be. 

We continue to be awed by the many ways in which people
leave resonant and truer-than-true records, interpretations of
common and collective experiences. We continue to be educated
by how these folk arts carry insistently alternative and powerful
critiques of injustice, by how folk arts allow people to carve out
small (and large) places of freedom. We continue to believe that
our job is to insist that such arts be heard and to argue for the
relevance and significance of folk arts and folk culture.

That’s why we were so very honored to receive a “Stand Up
For Justice” award from Asian Americans United last fall, and a
“Community Empowerment Award” from Bread and Roses
Community Fund, just this spring. Asian Americans United has
long been on the front lines for change, paying attention to the
realities of peoples’ experiences, and teaching young people how
to hone their skills as activists. Bread and Roses, as a community
foundation dedicated to progressive social change, has for more
than 25 years been funding “change not charity.” We admire
both of these groups and their dedicated staffs a great deal. 

We know from our own work how powerful acts of naming
can be, how important it is to be able to be recognized for who
and what you are. These awards were incredibly moving to us
because they truly name what we aim to be doing, how we
understand our work. We are deeply honored to be so named. 

The arts featured in this summer’s collaboration with Taller
Puertorriqueño, “Crafting Celebrations,” have complex political
and symbolic histories. Carnival, steel pans, festival masks and
plena music have deep roots with rural and urban working 
people; they have provided languages by which people have
come together, turned the world upside down (if only for a brief
time) and challenged power structures. As these arts live in
Philadelphia neighborhoods, they provide a connection to these
moments of resistance. Artists profiled in this issue–Confesor
Meléndez, Terrence Cameron, Cecil Griffith and Bobby 
DeSouza–are featured in this exhibition, part of our “Art Hap-
pens Here” series bringing exhibitions featuring folk artists into
those artists’ home neighborhoods. For their efforts and com-
mitment, we thank Doris Nogueira-Rogers, Maria Torres, and
the Taller staff. We thank the National Endowment for the Arts
and the Pennsylvania Council on the Arts for their support.

Each issue includes “Word of Mouth” sections, excerpts from
field recorded interviews. For the past two years, we have been
featuring interviews recorded by Teresa Jaynes as part of our
“Folk Arts of Social Change” project. Folk Arts of Social Change
is about some of the great struggles for freedom and equity of
the past fifty years and now, seen in terms of some of their basic
building blocks–vigils that bring communities together, songs
through which people find their voices, ribbons and buttons
through which people announce themselves to one another, sto-
ries which help people see the world in a new way. This time, we
introduce you to Jean Hunt and David Acosta, whose reflections
on work for social justice have so inspired us. We are in the final
stretch of work for the “Folk Arts of Social Change” exhibition,
which will open on September 17, 1999 at the Samuel S. Fleish-
er Art Memorial. (Please save the date and join us!) We still need
your help and we have a curious request to make: we invite you
to loan your shoes to this project (and to tell us about others
who have walked the walk, so that we can borrow their shoes, as
well). Please give Jennifer Britton a call at our office (215-468-
7871) if you can help. For their support of Folk Arts of Social
Change, we are pleased to thank the Philadelphia Exhibitions
Project, a grant program funded by The Pew Charitable Trusts
and administered by the University of the Arts, The National
Endowment for the Arts, The William Penn Foundation, Penn-
sylvania Council on the Arts, and PFP friends and members.

Finally, in the spirit of naming and thanking, we thought we
would include for the first time a picture of what some of us
look like. Missing from the photograph above of PFP board and
staff are Jennifer Britton, Teresa Jaynes and Elizabeth Sayre. 

— Debora Kodish
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“C rafting Celebrations: Six
Caribbean Folk Artists” is a
new exhibition co-spon-

sored by the Philadelphia Folklore
Project and Taller Puertorriqueño. The
show will open at Taller, 2721 N. 5th
St., on June 18, 1999, from 5 to 7
pm and will feature several local
Caribbean artists. Miguel Burgos, a
Puerto Rican santo carver from
Fayette City in western Pennsylvania,
will also have works on display.
“Crafting Celebrations” will show how

these artists’ creations, all within tradi-
tions of celebration, help sustain cul-
tural identity in local Caribbean
communities. Installations will exam-
ine the creative process as well as the
finished products of their work. 

Featured local artists are Terrence
Cameron, Trinidadian steel drum
maker, Edwin Arocho, maker of Puer-
to Rican vejigante masks, Cecil Grif-
fith from Barbados and Bobby
DeSouza from Trinidad (see Philip
Scher’s article), carnival costume 
makers, and Confesor Meléndez,
maker of the Puerto Rican cuatro and
other Caribbean stringed instruments.
These artists, although from different
regions, traditions, and generations,
share great pride in and dedication to
their respective trades. Their work 
in some sense recreates and
reminds them of home, while it also
takes on new meanings in the
Philadelphia context.

Caribbean Folk Artists in Philadelphia
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ARTIST PROFILES: “I do all this by hand”

Terrence Cameron was born in 1941 in Grenada. His family moved to Trinidad in the
mid-1940s, and he has identified as Trinidadian ever since. As a child he first heard
steel drums being played along the road he took to school. “I was just fascinated by
it, the first time I heard steel drum — it was like magic to me,” he says. 

Steel drums were first made in the late 1930s in Trinidad out of discarded oil bar-
rels. At the time when Terrence first heard the instrument, and through the time
when he began to play pan as a teenager, steel drums were associated with street
gangs and violence. Like many carnival arts in the Caribbean, steel pan was original-
ly an ethnically-bound (in this case, African Caribbean), grassroots art. It later
spread to other communities and classes and became connected to the nationalist
political movement that brought about Trinidad’s independence from the U.K. in
1962. Today in Trinidad and in Trinidadian immigrant communities in North
America and Europe, steel pan is proudly regarded as part of the island’s national
heritage. Elsewhere, little of the steel pan’s history is known, and its sounds more
often than not evoke the Caribbean as a uni-dimensional tropical “paradise” for
touristic consumption.

Terrence’s father was a self-taught musician:  he played the banjo and the Venezue-
lan cuatro, an import from the nearby South American mainland that is used in a
Trinidadian Christmastime party music called parang. In the early 1950s playing
steel pan was not yet a “respectable” activity, and at first Terrence hid his new pas-
sion from his family. As a teenager Terrence played in several pan groups, and start-
ed to learn arranging and pan making. In 1958 he began a five year apprenticeship
with master pan maker Stanley Warner who taught him the art of sinking (pound-
ing the head of a steel barrel into a concave shape), grooving (tracing the individual
notes on the pan’s surface), burning (tempering the drum over an open fire), and
tuning (using small hammers to get the pitches of the notes just right). From the
early 1960s to 1970 Terrence gave up his playing and bandleading activities and
concentrated on his “first love,” drum making. He says, “Every drum you make, it’s
a challenge. I start, and I’m anxious to see how they’ll come out...That amazes me
every day...I’ve been making drums for over thirty years, and I’m still excited about
steel drum.”

In 1970 Terrence came to the U.S. as panmaker for a famous group, the Trinidad
All-Stars, who were doing a show at Madison Square Garden. He says, “I came up

as a drum maker. They sent me up here about six weeks before the band. They didn’t bring
everything with them; I made some of the drums here...Time to go back, nobody wants me
to go back. Everybody was calling, this one wanted a drum, that one wanted a drum. So, I
say, ‘OK, I’ll stay for a little while.’ It took me eighteen years before I went back home.” He
lived in New York and New Jersey at first, but relocated to Philadelphia in 1979, where for
the last twenty years he has been making pans in his basement and backyard for local musi-
cians as well as players in New York, New Jersey, Delaware, Maryland, and even Florida. He
also leads a local pan group, the Steel Kings, that appears in local festivals, concerts, and at
private occasions. In January 1999 Terrence was awarded a Pennsylvania Council on the Arts
Fellowship for his outstanding work as a steel drum maker.

Originally made from found materials, like many Caribbean percussion instruments, steel
pans are now made out of special steel barrels manufactured expressly for that purpose —
Terrence gets his barrels from a plant in Warminster, PA. Similarly, steel pans are now played
by musicians of every nationality in a variety of styles. Terrence admires some of the contem-
porary pan players for their virtuosity, and also has dreams of steel pan moving into new ter-
ritories. “It [steel pan] has come a long way and still has a long way to go. I would like to see
a steel drum in the orchestra, the Philadelphia Orchestra. It’s a viable piece of percussion.”
(At least one twentieth century art music composer, Henry Brant, has written for steel pan
and European instruments.)  Terrence’s portion of the exhibit will feature both finished
instruments and barrels in various stages of production, as well as some of the tools used in
the process.

Edwin Arocho is the youngest of the artists in the upcoming exhibition, and is involved in a variety of creative endeavors — music, printmak-
ing, and maskmaking, among others. He was born in Lares, Puerto Rico, in 1958, and attributes his interest in art and culture to his mother,
who was always engaged in some kind of creative activity at home. Edwin’s family lived in several different countries and in various parts of
Puerto Rico as he grew up, so he was exposed to many different kinds of cultural events as a child and teenager. 

For example, Edwin heard plena on the streets in Puerto Rico and wanted to learn it. He approached musicians, began to make connections
with and learn from them, and eventually became an accomplished player himself. Plena songs, accompanied by flat hand-held drums called
panderos and whatever other instruments might be handy, often deal with current events or gossip. In Philadelphia, Edwin is a member of los
Pleneros del Batey, a local plena group headed by musician and composer Joaquín Rivera. He says, “I went to a reception at the Hershey
Hotel, and that’s where I first encountered los Pleneros del Batey...I found them there, and I just got so happy to find a group, a plena group in
Philadelphia, that I just grabbed the drum from one of them, and I started playing, and he [Joaquín Rivera] asked me to join, and it’s been ten,
twelve years now. And it’s been very, very fulfilling. I’ve had the opportunity to go many places, travel a lot. Here in the state, and out of state.
Huge concerts that otherwise I wouldn’t have the opportunity to go to and participate in as a performer.”

Edwin came to the U.S. in 1981 to pursue his education at the University of the Arts, where he earned a Bachelor’s in printmaking. His rela-
tionship to some of the folk traditions in Puerto Rico is a bit different than that of the other artists in the exhibit in that he has a formal educa-
tion in art. Although his interest in plena was born much like Terrence’s interest in steel pan, his maskmaking, inspired by vejigante masks
made for carnival in Ponce and Loíza Aldea in Puerto Rico, was sparked by the experience of being a Puerto Rican emigrant to the U.S. main-
land. As a student, Edwin experienced a kind of subtle prejudice that he calls “passive-aggressive,” where people were not necessarily openly
hostile to him, but rather would not acknowledge his (culturally different) presence. This experience provoked a lot of soul-searching, and he
eventually realized that, “...being a Puerto Rican here in the United Sates is much more difficult, it takes much more energy, and it’s much
more fulfilling at the end than being a Puerto Rican in Puerto Rico. So that’s why I stayed.” Thus began a return to his roots and a remember-
ing of childhood experiences in Puerto Rico, especially witnessing carnival processions in Ponce, that led him to start making vejigante masks.

The vejigantes (from vejiga, Spanish for “bladder,” for the bladders mounted on sticks that they carry) are mischievous, part-human, part-
animal, part-monster figures that parade in masks and costumes during Carnival, and other festivals, in Puerto Rico, especially in certain areas
where African-derived traditions and descendants are still prevalent. In Loíza Aldea, for example, during the festival for the town’s patron saint,
Santiago Apóstol, the vejigantes parade in the street. Santiago Apóstol is credited with returning the Spanish to power after hundreds of years
of Moorish rule — the vejigantes and other characters are a fantastical representation of the Moors, while other characters represent the con-
quering Spanish. Vejigante masks are brightly painted and often have many horns sticking out from all sides of their faces. The masks are made
out of coconut husk, papier-maché, or whatever materials may be at hand, such as found pieces of metal or wood. Edwin says, “Carnival time,
you got to make yourself a mask. So what are you going to use? You look around, whatever you have, that’s what you make it from.” 

Edwin has experimented with a variety of materials, and finally settled on plaster-of-Paris (strips of gauze soaked in plaster) as the most man-
ageable. “They [the masks] have been evolving. When I first started, they were really heavy, because I didn’t know how to manage the material.
I started experimenting, combining it [plaster-of-Paris] with other materials. For example, to do the horns, instead of doing them solid plaster,
I use foam inside. And that gives a little more shape to it.” He has also experimented with different painting styles, and has made some non-
traditional masks. City Councilman Angel Ortiz owns one of Edwin’s masks that is made to look like the Statue of Liberty; it commemorates a
protest by Puerto Rican activists in New York in the 1970s. Edwin’s masks are now a regular feature in Philadelphia’s annual Puerto Rican
parade, and his work won him a Governor’s Heritage Award in 1997. A number of masks, some newly made, a costume, and materials from
the maskmaking process will be included in Edwin’s part of the exhibit. For Edwin, art lies in the process of making things, and not so much
in the finished product. “My work is just a result of me living my life. I don’t call it art, I call it more like a by-product of art. Art is in the
doing, not in the putting it in the drawer over there and pulling it out ten years later. It’s in the making.”

Terrence Cameron

Edwin Arocho
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ARTIST PROFILE: (contined from p. 5)

Confesor Meléndez was born in Carolina, Puerto Rico, in 1918. He grew
up cutting sugar cane and doing other agricultural work. He was part of a
large family, six brothers and three sisters, some of whom were musicians.
His father played the tiple, an instrument with four strings, and his older
brother played the cuatro, an instrument with ten strings (five pairs) that
has become a nostalgic musical symbol of rural life and European heritage
in Puerto Rico, and a symbol of Puerto Rican identity, especially for com-
munities outside the island.
Typically associated with its
Spanish antecedents such
as the guitar, and with the
jíbaro music of rural Puerto
Rico, the cuatro more
recently has been used in
all kinds of Latin popular
and dance music. Virtuosos
of the instrument, such as
Yomo Toro, are becoming
well known outside Puerto
Rican communities, and
the cuatro now plays
African-derived rhythms
and complex jazz har-
monies that were not 
part of its original palette
of sounds.

Mr. Meléndez came to
the U.S. in 1956 in search
of work, settling first in
New Jersey, and relocating
to Philadelphia in 1983.
He says, “When I came
here to this country, all I
knew how to do was cut
cane, plant fields, burn
coal, and ride a horse. I
didn’t know anything
about this [cuatro-making].
It came to me as a whim.”
Inspired by a factory co-
worker who did wood-
working, Mr. Meléndez got
the idea to try making cua-
tros. On 11th Street in
New York City he bought a
cheap guitar and took it
apart to understand its
construction. He then
began to buy wood and experiment with it, often damaging it so badly that
he would have to throw it away and start over. Eventually, however, he
began to understand how to make instruments correctly. This “whim” led
him into a long and mostly unrecognized career as a master craftsman of
Caribbean stringed instruments such as the cuatro and requinto and the

Cuban tres. Despite poor health, today he is still producing beautiful hand-
made stringed instruments in his tiny basement near Norris Square, on the
edge of Kensington in North Philadelphia.

Mr. Meléndez is very proud of his handiwork. “I didn’t go to school for
this. I never went to school. I don’t know how to read or write. I taught
myself how to do this. People with beautiful Spanish-made guitars come
here for repairs, and they are amazed by my work.” Pointing to the carved

out ornaments on the sides of a
cuatro, called orejas (Spanish for
“ears”), he says, “I do all this by
hand. I don’t use any machines.
It takes a lot of time to make
these.” First, he chooses the
wood for the instrument. He
prefers to use indigenous Puerto
Rican woods, such as cedar,
mango, rosewood, guaraguo,
yagrumo, and capá negro for the
bodies and necks of his instru-
ments, and spruce for the sound-
board; “it gives a good sound,”
he says, tapping the body of a
recently-built cuatro. These rare
woods are available on special
order from a business in New Jer-
sey. Mr. Meléndez often makes
the back of the body and the
neck of the instruments from a
single piece of wood. The sides of
the body are made from several
pieces that must first be soaked
in hot water in order to bend
them into the right bow-like
shape. Inside the body of the
instrument there are small struts
that help give the instrument the
right sound. Mr. Meléndez,
pointing to the fingerboard, says,
“All the science [of cuatro-mak-
ing] is here.” The distance
between from the top of the fin-
gerboard to the twelfth fret must
be the same as the distance from
the twelfth fret to the bridge in
order for the instrument to
sound right. After making 
the body, sides, and neck of the
instrument, he mounts the

soundboard, fingerboard (often made from ebony wood), the bridge 
(made from bone), the frets, and the tuning pegs. Finally, 
the instruments must be sanded, polished, and varnished, a final step 
that Mr. Meléndez does not always do himself anymore since 
the fumes from the varnish aggravate his asthma.

The exhibition at Taller Puertorriqueño will feature a number
of instruments, cuatros, treses, and a guitar, both finished and
unfinished, all made by Mr. Meléndez within the last five years.
Some of the instruments were made as recently as February 1999.
Woodworking tools and instruments and pieces of instruments in
process will also be part of the display.

“Crafting Celebrations” serves as a small introduction to some
of the Caribbean folk traditions present in Philadelphia, and
offers a window into the “labors of love” that go into producing
island festivals and celebrations. As Philip Scher notes in his arti-
cle, Carnival and other Caribbean celebrations are not just short-
lived, riotous events, but are, more importantly, ongoing
processes continually recreated by dedicated, thoughtful artists
and their communities. For Cameron, Arocho, and Meléndez, it
is the process of creation, as well as the dynamic uses that their
work is put to, that fascinates and inspires them, as much as the
finished product.

Just as folk traditions fade and disappear due to lack of institu-
tional support, so also do Caribbean (and many other) traditions
get lost in the most typical visions of American cities, except per-
haps for New York and Miami, where Caribbean influence and
populations are now so large and well-established that they are
impossible to ignore. Caribbeans in Philadelphia share much
with other ethnic minorities in our city in terms of their political
and economic struggles. Yet, their folk art traditions distinguish
them as historically and culturally unique, even from island to
island, or town to town, while at the same time they share much
historically and culturally with North Americans, whose society
was also created as a result of the European encounter with the
Americas and subsequent migrations, both forced and voluntary,
over the last 500 years. 

The Folklore Project is honored to be bringing some attention
to Caribbean artists in Philadelphia through the current exhibit
and welcomes any feedback on the project.

— Elizabeth Sayre

Thanks to Cristina Sanchez-Carretero for leading the 
initial interview of Mr. Meléndez.

Recent Works on Caribbean Musical Traditions

Glasser, Ruth. 1995. My Music is My Flag:Puerto Rican
Musicians and Their New York Communities, 1917-1940.
Berkeley: University of California Press.

Manuel, Peter. 1995. Caribbean Currents:Caribbean Music
from Rumba to Reggae. Philadelphia: Temple 
University Press.

Stuempfle, Stephen. 1995. The Steelband Movement:
The Forging of a National Art in Trinidad and Tobago.
Philadelphia: University of Pennsylvania Press.
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The last issue of Works in Progress (dated 13:1) was
incorrectly numbered. It should have been 12:1. In addi-
tion, some photographs were mis-identified. On p. 3, in the
small inset photograph, Mufulu Kingambo Gilonda is mis-
takenly identified as Bofuki-Nkoi Jean Pierre. Bofenda Ilon-
ga’s stage name is spelled “Bokulaka,” and the photographs
on that page and the page following should be credited to
Elizabeth Sayre. Sayre’s footnotes to this article (on p. 27)
are improperly printed; for corrected notes please call us
(215-468-7871). 



unlikely that they would not have, at least
in some measure. After emancipation the
historical record brims with references to
the streets being full of former slaves cele-
brating and essentially driving the Euro-
peans back to their fancy masquerade
balls and estate parties. The quality and
character of Carnival was also dramatical-
ly changed with the presence of African
revelers. African forms of music and cos-
tuming were introduced and European
costume traditions were re-made to suit
the African-Caribbean aesthetic of the
majority of street celebrants. 

In the more than 120 years between
Emancipation and Independence, the
Carnival went through enormous
changes. Included in these transforma-
tions was the arrival of Indian inden-
tured laborers, Chinese workers,
Portuguese, and Syrian/Lebanese
immigrants. All have made some
contribution to the growth and
development of the festival in
Trinidad. With Independence
arriving in 1962 after a strong
and protracted nationalist move-
ment, Carnival slowly emerged as
a national festival. Both a poten-
tially uniting force of the various
ethnic populations on the now
twin-island republic and a major
tourist draw, Carnival became a
political and economic force in the
twentieth century. Trinidadians,
migrating to other parts of the
Caribbean, Canada, Great Britain and the
United States, brought Carnival with
them. And now, as we enter a new mil-
lennium, a thriving and vibrant transna-
tional community of Trinidadians and
West Indians exists across the globe.
There are Trinidad-style Caribbean Carni-
vals in over fifty cities and towns across
North America and Europe. These Carni-
vals are based upon the Trinidad model
and are most often organized and run by
Trinidadian emigrants. Costume makers,
wire-benders, pan (steel drum) makers
and players, musicians are all needed for
these festivals and a thriving, year-round
industry exists to provide services to Car-
nivals around the globe. 

Unlike Brooklyn, New York, Toronto or
London, Philadelphia has never had a

long unbroken tradition of Caribbean
Carnival. But various members of
Philadelphia’s West Indian community
have mounted Carnivals and street fairs at
one time or another over the years. 

Two men who have worked hard to
bring a Carnival tradition to Philadelphia
are Cecil Griffith and Bobby DeSouza.
Born in Trinidad in 1944, DeSouza is
from the Port-of Spain area. He spent 

many years in an area called Petit Valley, a
lush residential suburb of both working
and middle class people. In Trinidad, and
especially around Port-of-Spain, different
neighborhoods have their own unique
traditions within Carnival. Famous Car-
nival artists are frequently household
names. The neighborhood of Woodbrook
is best known for producing George Bai-
ley, for instance, while Belmont has pro-
duced Harold Saldenah and Jason
Griffith, the latter a legend for his por-
trayals in the costume tradition called the
Fancy Sailor. DeSouza came from a
neighborhood called Maraval, and was a
frequent participant in the costume tra-

dition called “Ole Mas.”

There are many different kinds of
costuming or masquerade traditions
with Carnival. In addition to the
Fancy Sailors, there are Clowns,
Wild and Fancy Indians, Mid-
night Robbers, Pierrots, many
kinds of Devils and the highly
satirical tradition of Ole Mas.
Ole Mas (mas is short for mas-
querade) consists of a group of
people (known in Trinidad as a
band) coming out on Carnival
Monday morning (called Jouvay
or “the day opens”) dressed in old

clothes and humorous costumes
portraying a humorous theme. Ole

Mas makes its impact through visual
puns. DeSouza specialized in Ole

Mas, and led his own band out of his
neighborhood at the age of fifteen. One
year, he and his fellow revelers played a
theme called Animal Kingdom. DeSouza
played the character of the Bear, dressed
in skin colored clothing and labeled Bare.
Another animal was the Alligator, depict-
ed as an Indian man with a large stick.
The man’s name was Ali, and he had a
large gatka, a cudgel used in stickfighting,
the phallic joke there being the source of
the humor. 

From there, DeSouza joined the world
of the steelband. In the late 1950s and
through the middle 1960s the vast major-
ity of masqueraders in Carnival were asso-
ciated with steelbands. The band would
walk down the road providing sweet steel
music for thousands of revelers. DeSouza
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S ince the mid-1960s Philadelphia
has seen its Caribbean population
grow enormously. Many West

Indians came into the city as a result of
more relaxed immigration laws after 1964
and the closing of the United Kingdom as
a viable destination due to their own
increasingly stringent regulations. Many of
the newcomers brought with them not
only valuable skills and a high level of edu-
cation, but knowledge of the arts of their
home societies. 

Most often practicing these arts in the
hours outside of their regular employment,
Caribbean immigrants have maintained
the rich traditions of the islands here in the
Northeast. Perhaps the most visible of
these traditions is the Caribbean Carnival.
The largest of these Carnivals in the
Antilles is found in Trinidad and Tobago,
and a few Trinidadians have reproduced at
least some of these arts here in Philadelphia
over the last 30 years. Carnival in the
Caribbean, and indeed across the New
World, is a Catholic, pre-Lenten festival.
People in the United States know this
event by its Lousiana incarnation: Mardi

Gras. In Trinidad, Carnival happens every
year on the two days preceding Ash
Wednesday. But the carnival season is a
much longer than these two days of explo-
sive revelry. Beginning in early fall, people
begin making costumes, composing calyp-
sos and getting the steelbands ready for the
Carnival. As the impending days draw
nearer the intensity of the activities increas-
es. Steelbands, known as pan sides—the
instrument is not a steel drum but a pan—
rehearse in the Pan Yards. Carnival bands
(not musical outfits, but groups of mas-
queraders) create costumes in joyful facto-
ries known as Mas Camps (masquerade
camps) and the Calypso Tents begin to
heat up with musical offerings both caustic
and sweet, satirical and nationalistic,
humorous and serious. These three art
forms—Pan, Calypso and Mas—are the
heart of the Carnival. 

As Trinidadians have migrated in large
numbers to North America and Europe
since the mid-1960s, they have often
brought Carnival with them. The art forms
they reproduce on North American streets
or in city parks have an old and impressive
genealogy. In the 18th century the Spanish

empire, fearing that its Catholic colonies
would be lost to Protestant England,
agreed to allow settlers from friendly
Catholic nations to emigrate to Trinidad.
The new arrivals, both white and free col-
ored, came mostly from French colonies
and they brought with them large numbers
of slaves. In a very short time a near-forgot-
ten Spanish colonial backwater became a
thriving and wealthy agricultural settle-
ment. And along with the newcomers
came Carnival. Despite the efforts to pop-
ulate the island with Catholic planters and
their slaves, the British, undeterred, over-
whelmed and conquered the colony in
1797. The new rulers made changes to
colonial policy and slowly changed the
legal and political systems of the island.
They also waged an often fierce cultural
battle with their French counterparts over
such issues as education, language, and reli-
gion yet they let Carnival be. In 1838,
when the shift to emancipation was com-
pleted, the face of Carnival changed dra-
matically. Throughout the slavery period,
Africans participation in Carnival was most
likely limited. There are very few records of
Africans participating, although it seems

“These 
three art

forms–Pan,
Calypso and 
Mas–are the

heart of 
Carnival.”
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Life is a summary or it’s a road
that winds and twists, and where
you find yourself is often in some
ways very close to where you
started… I worked in pretty
much all aspects of the move-
ment for social change, the 
movement to create a just society,
starting from when I was a
teenager in the late ‘50s and early
1960s. And I was seized by a 
passion about how to live in this
society and engage with it and 
be active.

The part of the movement
where I spent a good part of my
adult life was the women’s health
movement… I really got fascinat-
ed about what I was learning,
both about my own body and
also about the politics of how
health care is delivered.… I ended
up going to nursing school as a
result of being in a health 
collective here in Philadelphia
that grew out of the Philadelphia
Women’s Center in the early 1970s. In fact 
that health collective still meets as a women’s
support group 28 years later…

So I spent almost 20 years as an activist in the
women’s health movement and as a nurse, and
worked in a whole variety of settings. I ended up
as the Executive Director of the Elizabeth 
Blackwell Health Center for Women, a place
I’m very proud to have been associated with. It
was a way to combine both a clinical commit-
ment to the delivery of healthcare services with a
political involvement in the structure of how
those services are provided within the society.

I left Blackwell because I couldn’t parent my
teenage kids and do all that the Center deserved.

…In the early years of the women’s health
movement, the issues around reproduction were
of primary importance to me in my personal
life. That’s part of what makes a good activist-
that you’re fighting for something that makes a
passionate difference to you in how you live
your day to day life. As I aged, the issues of
reproduction became much less important.
General health issues became more important,
issues of aging and chronic disease and long-

term care. I don’t know, somehow my eyes
turned back. As my own kids grew I began to
get a broader picture of the plight of children, I
had this sense that all of us women, who’ve tra-
ditionally shielded and protected kids and
fought for their place in the society, that if we
didn’t pick this up nobody else was going to
really pick it up. And somehow that’s just
grown in me.

…Over my life, and particularly in the early
years of being an activist, there were a number
of demonstrations that were incredibly impor-
tant to me. They were important because what
a demonstration does is- when you get there
and you come up out of the subway or you get
off the bus or however you arrive-there’s always
this minute where you think, Am I the only
one that believes in this? Which the mainstream
would have you believe: you’re the only one
that opposes the war, you’re the only the one
that thinks that racial injustice or economic
injustice is a travesty. 

And when you get up on the street and there’s
that moment when you see this river of people,
it just always does something to me, and it does
something to everybody and it’s part of the

power of that experience. That we
are not alone. I felt that at every
demonstration I ever went to. I felt
it at all the major demonstrations
against the war, I felt it when I was
a college freshman and there were
demonstrations going on in Chester
being led by African American
activists in Chester, and groups of
us went down and joined and stood
on the line [in 1963 or 1964].

…I remember it with the large
abortion, the pro-choice demon-
strations in Washington. I took my
daughter to one when she was a
young teen.She was so used to liv-
ing in a family that never voted for
the candidates that won and always
was out of step with the main-
stream. I remember we arrived at
this demonstration and she said,
“All these people agree with us?” It
totally gave her this picture of her-
self differently in this society, as not
being this child of total weirdoes,
but being part of a movement.

I think that there are times when I was
tremendously moved and things came together,
but the lessons that we learned led us in another
direction. For instance at Blackwell when I first
started, the anti-abortion people had closed all
the abortion clinics down on Good Friday. I
said, “Well, we’re not gonna allow that to
occur.” So we organized a demonstration, and
we turned out 500 people who came out and
stood in the pouring, freezing rain and cold for
six, seven hours to keep the center open. It
worked. We did the abortions. It was very
thrilling and it really helped build the move-
ment, and people were enormously moved and
excited by it. But when… the staff debriefed,
people said, “You can’t do this to women. You
can’t bring women in for abortions through
this.” It’s a hollow victory. It causes so much
hurt, and it takes your private business and
smears it all out on the streets. Women coming
for abortions shouldn’t have to go through this
to come in for an abortion. In the end we
decided to stop doing it. So it was a classic
example where what was needed to build the
movement was completely at odds with the
needs of the recipients of the service. If people
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who are active aren’t open to learning
lessons, if you get so dogged and so 
stubborn, you may miss what you need 
to learn…

…There are other experiences I’ve had
in my life which weren’t being part of a
mass movement. In 1961, when I was six-
teen, I went to an American Friends Ser-
vice Committee weekend work camp in
my home town in Rochester, New York.
We did a work camp which was a mixture
of black kids and white kids.We lived in
the black community for two days in
Rochester. The lives of black people were
invisible to me even though I was raised
in a progressive family. Our language was
correct, but the reality of the lives of 
people that weren’t white was just not
there for me. And I’ll never forget walking
down that street and experiencing what it
felt like to be a racial minority, which is
an experience most white people never
have. It changed me. It just made me see
the world out of a different place, out of a

different standing. And I’ve never lost that
awareness of how it looks different if
you’re in the majority culture than if
you’re in the minority culture. So I think
that there are a variety of experiences that
transform people. Some of them are very
personal. And some of them happen espe-
cially to kids, and the people that provide
the experience never know…. I had no
language to describe it at the time…. It’s
something that percolated inside me and
became a part of who I am. But at the
time I couldn’t have said, “Thank you for
teaching me that lesson,” because I didn’t
know that I’d learned it. So I think that
that part of when you think about a
movement, you have to think about
there’s this whole variety of experiences
from the most personal to the most soci-
etal. And the life of a person within that
movement is changed by an incredible
mixture of experiences, many of which
they don’t even understand until later,
looking back.

…When Reagan was elected in 1980…
an organization was created called the
Philadelphia Reproductive Rights Organi-
zation. The early organizing meetings
were huge. It was all these people like
myself who’d done abortion work earlier
and gone away from it because it was legal
and so we were doing other things. And
people came back specifically because we
were… rightly frightened of what was
coming. This organization did some of
the best grass roots organizing that I’ve
ever seen. One of the things that we did
was we went out on street corners with
signs and with post cards that said, “I
oppose the abortion control act” which
would be mailed to legislators. It took
enormous courage. We were scared to
death to go out on street corners and say,
“We’re pro-choice. Will you join us?” 

We did all this training in what to do if
we were physically attacked, and how to
deal with people. We didn’t encounter any
of it. This was one of the places I learned

my first lesson about old ladies. Old ladies
were the ones who said, “Where’s that
card? Let me sign that card!” ‘Cause they
had lived through the worst! And they
signed those cards in droves. And at first
because of the arrogance of youth we did-
n’t approach older people. We had more
trouble with very young people who had
come to reproductive age after 1973….
We went to the Italian Market, we were
in North Philly, we were at the Gallery,
we went all over Philadelphia, and then
we brought everybody back together at
the end of the day and we debriefed
together. And it was so exciting! Because
people had had great experiences. People
felt so strong. People felt like we’re not
alone. It was this dynamic: “Somebody
supports abortion…! Somebody has the
courage to sit there at a table with a sign
that says that they support it!” And we
ran a subway campaign where we had a
picture… of four women, one of them
holding a baby, saying… “Can you guess

which one of us has had an abortion? We
all have.” Black woman, white woman, an
older white woman and a younger white
woman, Latina… It was a way of saying,
“We’re gonna talk about this issue. We’re
not gonna stay in the closet with it.”

… I worked as staff person for the Unit-
ed Farm Workers organizing project here
in Philadelphia. We had a boycott house
up in Kensington where we all lived, and
we were organizing the grape boycott in
Philadelphia. This would have been in
‘68, ‘69. We were working very hard to
get the grapes out of the A&P food chain.
We’d go into individual stores and beg the
manager, “Please take the grapes off the
shelf.” We decided the most effective
thing to do was to go to the corporate
headquarters, which at that time was in a
building right next to 30th Street sta-
tion….We took a group of women and
kids into the headquarters and sat in at
this guy’s [office]. First they were like,
“No. We will not take the grapes off. We

will not respond to you. We won’t meet
with you. We won’t talk to you.” So we
said, “We’re sitting here until you take
[off] the grapes.” The kids started open-
ing and closing this guy’s drawers and
playing with his phone, and they were
getting in all his stuff, and the women
were talking and chatting, and people
were ordering food-and he had a nervous
breakdown! He said, “All right! All right!
I’ll do it! I’ll do it!” And he took the
grapes off the shelves. I remember think-
ing, “God, that was really simple!” …We
got ‘em out of every A&P in the whole
region in a one hour sit-in in this guy’s
office, and all it took was little children
spilling raisins on his rug and yogurt.…
So there were some really creative tech-
niques that we used. And I don’t even
remember whose idea that was. I just
remember being there and thinking,
“Boy, this was brilliant!”

… Another victory was the Stop Rizzo

Continued on page 20  ➛ 
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PFP Exhibition: “Folk Arts of Social Change” Is Coming Soon!
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Miriam and Bill

Crawford in front

of their dining

room collage which

will be part of this

fall’s exhibition.

Photo: Will Brown,

1998.

Help us bu
ild Folk

Arts of So
cial Chan

ge!

share your sh
oes, stories, a

rts and exper
iences!

About the proj
ect:

The Philadelphia Folklore Project initiated 

“Folk Arts of Social Change” to document and present

folk arts that come directly out of, and have been means for

advancing, struggles for social change. We plan an exhitbi-

tion in September1999 at the Samuel S. Fleisher Art

Memorial that includes arts that have played significant

roles in struggles for justice, and arts that have kept diverse

and minority community-based traditions alive in times and

places where those statuses were dangerous. “Folk Arts of

Social Change” is about some of the great struggles for

freedom and equity of the past fifty years and now, seen in

terms of some of their basic building blocks—demonstra-

tions that bring communities together, songs through which

people find their voices, buttons through which people

announce themselves to one another, stories which help

people see the world in a new way. 

Save the Date:
Exhibition Opening 

Samuel S. Fleisher Art Memorial

719 Catherine St. Phila, PA

September 17, 1999

6 PM – Free – All Invited!

There is a lot of folk

wisdom about “walk-

ing the walk” and

about “following in

the footsteps” of

those who went

before. We want to

feature in the exhibi-

tion a display of hun-

dreds of pairs of shoes

of activists and every-

day people, represent-

ing the real steps and

invisible labor that so

many different mentors

and role models have

contributed to move-

ments for freedom, jus-

tice and equity. We call

this section “Big

Shoes to Fill” and we

are looking for shoes.

We are collecting the

shoes of people who

have struggled in

many ways for social

justice, whether in the

streets, in the class-

room, around the

kitchen table, in the

courts, or anywhere

else. Can you loan

your shoes for a few

months? Whose shoes

should be included?

Can you help us col-

lect the shoes of

Philadelphians who

have inspired you, or

spurred you on in

struggles for justice

and freedom? We

invite you to help us

gather shoes that

worked for social

change.

Loan us some

shoes for “Big

Shoes to Fill”

The “Folk Arts of Social Change” exhibition 
will include information about groups working for
social change across the city. Please put us on
your mailing list (or e-mail list) and let us know
what you or any groups you belong to will be
doing in September and October 1999.For more information, to give ideas, or to

volunteer, please contact Jennnifer Britton
at 215-468-7871 (or dgkpfp@aol.com) or write
Philadelphia Folklore Project, 1304 Wharton Street, 

Phila., PA 19147.

“Folk Arts of Social Change” has been supported by

grants from The Philadelphia Exhibitions Initiative, a

grant program funded by The Pew Charitable Trusts

and administered by the University of the Arts, the

National Endowment for the Arts, the Pennsylvania

Humanities Council, The William Penn Foundation,

the Pennsylvania Council on the Arts and PFP friends

and members. Thank you to all!

Help us know
what’s going on
this fall…
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I ’ve always believed that art should run
hand in hand with social change and
social activism. And that it also can be a

powerful tool for education and for preven-
tion. For example the quilt project that I
started at Taller many, many years ago was
part of trying to get the Latino community
to acknowledge AIDS… Children and

teens and kids in
schools were kind of
being given AIDS
101 presentations
and then reacting on
pieces of cloth with
colored markers. And
using that quilting

tradition, which is communal, was impor-
tant and I think critical…  

… Yeah. I came into ACT UP about a
year after they were founded. So it was 
pretty early on. I knew about ACT UP
because I had been reading about them and
I was already involved in AIDS work. At
this time, I was also becoming less and less
satisfied with the system and with the
response of the

government. Though of course I had come
to… confrontational politics in the ‘70s. I
mean, I came of age or became cognizant of
other struggles during a lot of the stuff
around AIM and the Black Panthers. So the
‘70s and its movements were instrumental
in shaping the way that I saw social change. 

I joined ACT UP about nine months
after they were started. I was invited to
speak at a rally and I did and continued to
work with ACT UP throughout the ‘80s
and into the early ‘90s. And then I stopped
participating actively in ‘93, where I just felt
that we were no longer effective, that what-
ever effectiveness we had had on the culture
was no longer there. And we did have an
incredible effect on the culture-I mean we
basically tried to rescue the discourse, the
AIDS discourse, as it was held by politicians
and public health officials and redefined it
using street art. The demonstrations, the
die-ins, all of that stuff was borrowed from
other movements and some others were
invented. Chants
and slogans 

like “All people with AIDS are innocent”
were powerful statements…  Philadelphia
ACT UP was always very creative with
chants, and I think coming up with those
was always inspiring.

… It’s certainly one of the more impor-
tant chapters in the country, and I think
that when the history of ACT UP is writ-
ten, Philadelphia’s chapter will figure
prominently among the most important
national groups in terms of the level of
activity, the level of involvement, the
demonstrations that received and garnered
national attention, and the fact that we in
many ways led the pack. Many times we
were the leaders of the pack. 

… We would leave our respective jobs,
and then go until two, three in the morning
doing posters and xeroxing. Some people
working on computers doing signs, others
made phone calls, some did phone trees,
and it was endless. At our Monday
night meetings we would come out

with all of this stuff to do. So it was a full
time job in a sense. And so I guess in a
sense we realized that for many of us, our
social life was centered around the
activism. After a meeting we would go out
to a bar, have a few drinks, then go to the
office and work. So there was a social
aspect to it that I think was important. It
allowed the group to really gel cohesively.
And that was important. In terms of the
actions, my favorite parts were actually
working at the ACT UP space and plan-
ning. A lot of the planning that took place
was fun… 

… Nobody told ACT UP what the hell
to do! I mean ACT UP did whatever the

hell it wanted. Because it saw itself as 
totally autonomous of the system, as out-
side the system, it didn’t hold allegiances to
anyone except the consensus of the group.
And that level of uncompromise and radi-
calism was really refreshing… 

We did one demonstration called “Stop
the Church”, and that was kind of a bad
demo in the sense that some members
chose to act alone and without the group’s
permission. Everything that 

ACT UP did was done by consensus.
And if people didn’t want to participate,
people were allowed to remove themselves
from that but they were not allowed to
stop the process. If you were uncomfort-
able with going after a specific individual
or a specific group, and there were always
individuals in groups, you stepped aside.
For example, burning things in effigy for
some became real discussions around what
type of image that conveys in a society
where blacks were hung from trees and

burned. So we were always conscious
in any type of action that we

did, that there were going
to be discussions around

the ramifications of
representation. And

then finally people
would say, “Well,

yes, but-” and then people would just say,
“Well, I don’t wanna be involved in this
one. Leave me out of it.” And no one’s
feathers were ruffled. People realized that
that was a space that you were not com-
fortable in and you were not gonna do
that demonstration. And many times
many of us just pulled away from it.

And so we had the “Stop the Church”
demonstration, and some people took it
upon themselves to go into the church-
and mind you, these weren’t even Catholic
folks. Well, there was one Catholic. But it

was at the Basilica and it was a
mass for people for

AIDS, and we
said, “Pray for the
dead, but fight

“Change was in the air:”

an interview with

David Acosta

Continued on following page  ➛ 



munity of people that were far removed
from most peoples’ minds. Poor Haitians. 

And some of us who had a more univer-
sal view of the ramifications of AIDS
thought this is an important issue. And
the majority of folks who worked on it
were the people of color within the group.
It was very interesting to see how many
people did not work on the issue. And it
began to sound an alarm bell for us
around what were people’s personal agen-
das, one, and what was it that these folks
were really willing to fight for? We were
involved in creating social change around
HIV and AIDS no matter who was
infected or affected or what the policy
was, or was it just that you could select
your little-you know…

I think ACT UP Philadelphia was seen
as a leader by other chapters across the
country. In ACT UP Philadelphia, we
never had rifts. We were never torn apart
and asunder like other ACT UP chapters
were… The amazing thing was the cohe-
sion of the group. We were all in sync. We
all knew. And yes, we had points of dis-
sent and so forth, but… no one ever
walked into a meeting and
threw a wrench in
the process and then
the meeting dissolved
into chaos. It didn’t
matter what was on
the table, we were
always able to work it
through. And we also
were incredibly effective
in building coalitions with
other groups and other
organizations. That did not happen in
other parts of the country. And so I think
in that sense, historically we are unique in
that approach.. 

I mean, when we did that Haitian demo,
we went out and did outreach in the Hait-
ian community and we talked to them
and told them why it was important. I
mean, I need to clarify that one. We need
to understand the reluctance of Haitians to
come forward and embrace HIV and
AIDS as they were one of the first groups
in which AIDS made its appearance. They
were already being blamed as: “You started
it. You brought it to this country.” So it’s

not like they’re gonna go out and embrace
it and say, “Yeah, we’re gonna go out
and—” We understood some of the reluc-
tance around that. But we went to them.

We were also instrumental in building
the police accountability commission,
because of what had happened during the
Confront Bush demo, which was our
biggest and bloodiest demon-
stration. The police lost con-
trol in that one, and it was
just a mess. It was horrible.
That made national head-
lines.

… The thing was that
we were always aware of
the fact that we could
all agree to disagree.
You did not have to be in
agreement with every single thing that
was proposed. But you did not then
impede others from carrying out the
work. If you were uncomfortable with the
tactics being used, people would raise
their concerns, everyone would be heard,

and then if everybody felt,
“Yeah, you know, you’re
right; burning an effigy
is not a good idea,”
then that was the deci-
sion of the group. But
if a majority of people
felt that, “Yes, we
understand the ram-
ifications of burn-
ing an effigy and

what it represents, but it’s
also an extremely loaded way of bringing
something to the attention of folks,” then
we go with it. And then people would just
say, “Okay, fine, but I’m not involved.” So
people were allowed to step back.

But it engendered very meaningful dis-
cussions around representation and
around what were useful props and what
was going to be done. I mean we were
incredibly smart. We knew ahead of time
who was gonna be arrested. We had
lawyers on call. We had legal observers. I
mean we were not dumb at this. We went
into these things with a lot of planning
and a lot of forethought. So the demon-
strations were always extremely effective.
They always looked very well organized

and very well choreographed. The only
time that it didn’t look like that was the
Bush one, and that was because the police
lost control…

…In storming the NIH [National Insti-
tutes of Health] we used colored smoke
bombs, and there was smoke everywhere.
It looked like we were burning…There
were just so many demonstrations that

were really amazing in terms of our
effectiveness, and also
you always left them

with a real high because
you felt that you were able

to bitch openly about the
system and find some level

of vindication. I think the
ones at the White House

were always very powerful
because we could just be

there, and the ones in
Washington. But they all
had—every single one
that I remember—had
it’s own unique appeal
for me.

The props were
always different, the
tactics were always
different. Getting
arrested was always
just a big high
because as they
were carrying you
away people were just screaming and
you’re like “Yeah, you know-” and we’ll
make jokes about that. “Send me a cake
with a file.” But those were always kind of
fun because you felt, well you’re being
hauled off to jail for exercising your right
to disagree with the system. So I think
everyone kind of drew from all of those
things…  I drew out of the strength from
the collectiveness of the group, from the
energy, the vision, and the passion with
which people did the work.

I grew up in Columbia in South 
America. We  migrated here in 1968, and
of course it was sort of the height of the
civil rights movement… I was aware of
the way that indigenous people were treat-
ed in Latin America and I was aware of
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Posters and signs

from various

demonstrations.

Courtesy ACT UP

Philadelphia.
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of 

David Acosta.

like hell for the living.” We had come out
with those things on placards. And what
happened was that obviously the Catholic
person tipped off the Protestants who
wanted to go inside the church. They
were going to wait until the raising of the
Eucharist to walk into the church and
throw condoms. Well, the raising of the
eucharist is the most sacred moment in
Catholic liturgy. That is the moment of
transmutation, when wine becomes blood
and bread becomes body. And they chose
that specific moment to walk into the
church and throw condoms at people as
the Eucharist was being raised, which of
course you’re not even supposed to look

at. Back in the old days you did not stare
directly at it, because it was the presence
of God, God manifest. It’s a manifestation
of the Holy Trinity.

And we heard about that one, and it
turned a lot of people off to ACT UP
because it was such a blatant disregard of
people’s faith and their right to worship.
… it made many of us really angry that
we could have used something very pow-
erful to turn the church’s complicity in
their opposition to condoms to our
advantage, and instead we were really vili-
fied because you don’t disrespect people’s
places of worship. That’s a desecration.
And you don’t get allies that way. You

make enemies. But that had been totally
without the group knowing about it…
Some individuals took it upon themselves
to do that. So we found out afterwards.

… And whenever we had really success-
ful demonstration, our ranks swelled.
Amazing! I mean you would go to an
ACT UP meeting and there would be like
110 people, 80, 90 people. And they were
all eager for the next demo… People were
allowed to come in and be part of the
process. This was interesting because I
think a lot of younger people received
their training in confrontational politics
and all of that right there. People would
volunteer to work on a press release and
say “but I don’t know how to do that.”
And I’d say, “Well, I’ll show you. Just
work with me on it.” And then somebody
would come out knowing how to write a
press release and stuff. And so I think it
was a school. It was kind of a university
for people who were interested in social
change issues. 

And because we collectively worked
with so many other organizations, ACT
UP was well known and kind of feared by
some folks. The idea that ACT UP would
join other coalitions and that their name
would be on a flyer was enought  to send
people into a tailspin, because people just
didn’t know what we were gonna do.
Whether we were gonna throw fake blood
or chain ourselves to a building.

One of the areas that we worked in a lot
was during the time Haitian refugees were
detained in Guantánamo Bay, and we did
a demonstration. We camped out in front
of the US Courthouse here on 6th and
Market. We created a makeshift concen-
tration camp with barbed wire, and we
stayed out there. And we were able to get
the support of the Haitian community. It
took an incredible amount of work to get
people to come out and be visible, but we
were able to do it. And we were able to
eventually get them released-not just
Philadelphia, but because it was a national
effort. What was very interesting was the
fact that, even within ACT UP, only a
very small group of people did that work.
Again, because it really wasn’t glamorous.
And also because I think in my own
biased mind that it was affecting a com-



Coalition, the battle to keep Rizzo from
being able to run for a third term. I was
very active in that in my neighborhood.
That felt so good! I organized all the poll
watchers up in the… 13th ward. We had to
train this vast network of poll watchers.…
And it was black people, white people,
young people-it was everybody that got
involved in it. It was a really a broadly based
campaign. I remember being at these polls
in North Philadelphia and watching this
old man. I have a picture of him in my
mind on a cane, coming to the poll, mak-
ing his way up the street. It took him a long
time. And I said, “Good afternoon, wel-
come, I’m really glad you’re here to vote.” he
said, “I’ve never voted, but I’m voting
today.” And that was this feeling! It was

just like: I’m voting today. And people
voted. And we won. And everybody came
downtown and there was this party
downtown-black people, white people.
People were riding around in cars-
Woohoo! You know running around City
Hall and stuff, and it was a very exciting
victory…

…I’m gonna speak personally. I can’t
speak for the whole movement. I was an
extremely oppositional person. I think
that you need a vigorous, active, cantan-
kerous left wing staking out the left and
pulling the whole left. But as I get older I
understand that in some ways the center
does have to hold. I don’t see myself in
the center, and I don’t think everybody
should be in the center, but the center
does have to hold for the society to stay
together and to move forward. And to
keep a certain kind of order, which I
think has some protective factors in it.
Now maybe that’s aging. You know, I
don’t know. But there needs to be a
healthy spectrum from all sides.

I thought that feminists who didn’t have
an economic analysis were bourgeois fem-
inists. We spent a lot of time fighting
within the movement with what we per-
ceived to be bourgeois feminists. Bour-
geois anybody! Liberals. It’s so ironic that
being liberal is a dirty word. We thought
liberals were horrible, too, because they
would refuse to commit. So what I think
now is you need it all. You need people
fighting for social change everywhere in
the society. Inside institutions. Outside
institutions. 

You need people who are not beholden
to institutions, who can see them clearly
and make demands upon them. You need
people who can speak the truth, no mat-
ter what the consequences. And people in

institutions often cannot do that. You
need people who are brazen and rude and
make things extremely uncomfortable.
And you need people who can conciliate
and move things forwards. And so the
difference between the way I saw it 25
years ago and the way I see it now is not
that I would be one place and not the
other, but I see the value of the whole
scale in a way.

Our definition of the movement has to
expand and change…I think you find the
women’s movement in the women’s nar-
cotics anonymous support group. You
find the women’s health movement… in
the outreach workers that go out and talk
about prenatal care and HIV and give out
clean needles. It never was just one thing.
It never has been. It never will be. So part
of it is having the vision and the willing-
ness to shut your mouth and listen to see
who’s there. And they’re everywhere!
They’re everywhere. They’re all these
groups of women doing all this work.

They might not call themselves feminists,
they might not say they’re anywhere near
the women’s health movement, but the
work they’re doing is the reality of the
movement. And a good movement is one
that learns lessons from all its corners.…  

…I think that one of the things that
older people in a movement can do is try
to hold out a vision that helps people
understand that your enemy is not the
person standing next to you. We often
attack the people who are closest to us on
the scale because they’re the ones that are
right there in our face.… 

…Now we’re trying to create places
where parents or adults that take care of
kids and kids can come together around
Rec centers. Not around their being

poor… but around the fact that their
kids… have a right to fun, like kids do
anywhere else in the world. 

I’m very passionate about the work, and
I think that I see myself trying to make
those safe spaces that were given to me. I
wish that the left would take it on, ‘cause I
think if we did that we would have more
impact on almost anything else we could
do. [The work of the future]… is to work
with kids. Kids see the society more clearly
than anyone else. They see it as it is, not as
adults tell them it ought to be or that it is.
Kids see its flaws, because the flaws
inevitably flow downhill onto them more
than any other segment of the population.
They have a wisdom the society needs to
hear. Because they give us a clear, an hon-
est picture. And we need to teach children
that we care about them, that it matters to
the world that they’re there, that we want
them and we need them and that we
believe in them and that without them we
are doomed as a people. So I think that
that’s enormously important. 

I also think it’s important for people to
start to speak up and tell the truth. And I
think that what’s happened in the last ten
years has frightened people. You know…
in the abortion movement, when those
first women stood up and said out loud,
“I had an abortion,” in the speakouts that
first happened in New York City, it had
an electrifying effect because everybody
who’d ever had an abortion thought that
she was the only woman that had ever
had one. In the same way, when I stand
up and say, “It’s wrong that corporations
make profit like this and that communi-
ties are destroyed,” we have to be allowed
to talk about this. And we can’t be mar-

ginalized as having goofy ideas when we
say, “This global economy is destroying
neighborhoods and communities and
cities and people.” 

People just have to start to say the
truth. And that’s part of what a left
wing can do. It can make a space where
people say, “Oh! I’m not the only one! I
thought I was all alone.” That’s what a
movement does.

— Jean Hunt

Excerpts from interview with 
Jean Hunt, February 13, 1998 by 
Teresa Jaynes. Transcribed by 
Rebekah Grossman. 

“When those first women stood up and 
said out loud, ‘I had an abortion,’ in the

speakouts…  it had an electrifying effect… ”
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Word OF MOuTH: “To speak up and tell the truth” (continued from p. 13)
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ARTIST PROFILE: Bending wire in Philadelphia (continued from p. 9) Word OF MOuTH: “Change was in the air” (continued from p. 19)

the discrepancies in terms of economics
and how poor people survived and the
fact that there were beggars in the streets.
So I was consciously aware of the fact that
there were those who had and those who
did not have.

…And then I’m also part Indian, so that
had an effect on how I became radicalized.
And certainly because you come from a
culture where it’s kind of either taken for
granted and/or ignored and/or glossed
over the fact that you are Indian or that
you are Mestizo. You will find that people
played either side of that coin…  So some-
times we would hear the racial slur and
sometimes we wouldn’t. But there wasn’t
really any social consciousness or politi-
cization around being Indian, although
indigenous peoples in Colombia were…

… I think it was kind of the racism that
we experienced coming into this country
that made me look at my own back-
ground and then begin to make connec-
tions with things that I had either seen or
heard when I was a child. And then began
to become… really really cognizant of the
situation of the Indian in Latin America. I
was also at that time just reading a lot of
stuff that I shouldn’t have been reading, I
guess. Or maybe I should have been read-
ing it! But I was reading Marxist theory
and this was at the age of 13 or 14. At this
time I also picked up “Bury My Heart at
Wounded Knee”, which… led me onto
other books… at a time when pan-Indi-
anism was really big… And it was basical-
ly the idea that you needed to unite all of
indigenous peoples in the Americas. And
so this was a time when a lot of that stuff
was going on. At this time I also read
DeLoria’s …two manifestos—“God is
Red” and“ Custer Died for your Sins”—
which were real pivotal books coming out
of the North American Indian experience
and the American Indian Movement. And
then there was the Wounded Knee
takeover. That’s when I realized … this is
the kind of work that I want to do.

So I began to hang out with and to
actively seek groups that were working in
the area of Native American rights-land
rights, mostly, indigenous rights. That led
me on to look at toxic dumping, which
almost always happened in poor commu-

nities and in Native American reservations.
And so that kind of made me aware of
environmental issues. So I think through-
out the ‘70s I continued to look at that,
the exploitation of natural resources and
indigenous land. And then looking also at
the situation of the Indian in Latin Ameri-
ca. All of this allowed me to become really
radicalized around that stuff …Of course
at that time there was so much going on in
this country. There were the Black Pan-
thers and the movements for indepen-
dence of Puerto Rico, and all of these
things were filtering in. And you know, I
was a sponge. I was really soaking it up,
taking all of this in. I attended some of the
early meetings of the Black Panther chap-
ter here with the rastas out in West
Philadelphia. I had good rasta friends. And
I was always just enthralled by the level-by
just the vision that I think the groups had
for social change … Then came the San-
dinista revolution, and I haven’t really
stopped since then …

Then AIDS came along, and that
became kind of a rallying cry, and gay and
lesbian civil rights…  I came to gay poli-
tics kind of around the same time I came
into AIDS politics. They didn’t seem as
immediate to me until I defined myself as
queer and then had to confront those
issues as well. But for me there were other
more immediate things, things that I
think impacted communities that I felt

real close allegiance to… 

We came to Philadelphia [in 1968]. I
was ten … we had come from a country
that experienced a lot of political upheaval
and turmoil as a result of the Bogotoza in
‘49 which sent the country into decades
of violence. My father’s father had been
killed for political organizing during the
early political violence that followed the
Bogotoza. And so there was already kind
of that, which was part of the conscious-
ness there. But it didn’t really become
meaningful until I grew older and I real-
ized the impact that it had on my father’s
life. He was left an orphan as a result of
that. The incident is recorded historically:
they were working on a bridge. My grand-
father was a stone mason. It was while he
was working that these workers were mas-
sacred, quartered, and thrown into a river
so there was never a grave marker or bur-
ial. And just listening to my dad talk
about that became-I mean that becomes
part of who you are, or at least the history
that you carry. But that wasn’t meaningful
until much later when it really gained a
great deal of meaning for me as I saw the
plight of poor people in Latin America
and of workers who were trying to create
change in their working conditions…
And also I mean just the fact that I really

Continued on page 24  ➛ 

became involved with one of the most cele-
brated steelbands of Trinidad: Starlift. He
apprenticed himself to Alvin Moore, the
longtime bandleader of Starlift. In those
days most steelbands played sailor. (Imag-
ine 2000 people dressed in a comic satire of
American sailors moving through the
streets of this Caribbean capital city rock-
ing from side to side in a dance meant to
approximate the roll of the battleship, and
the drunken sailors.) 

DeSouza continued his involvement with
masquerade by creating costumes for the
Best Village competition. This is an event
that began when Trinidad gained its inde-
pendence from England in 1962 as a way
for each village within the country to dis-
play its local traditions. For the best village
competition, DeSouza created costumes
that symbolically represented some salient
feature of his chosen village. Throughout
the 1970s and 1980s DeSouza created a
series of the large and ornate costumes
known as Kings and Queens of Carnival.
The Kings and Queens are allotted a spe-
cial night during the Carnival season, called
Dimanche Gras, when they are displayed
and compete against one another. These are
the crowning achievements of any costume
maker, and DeSouza’s costumes frequently
placed high in competitions. Like many
West Indians, DeSouza had family in the
United States and came to practice his pro-
fession as a commercial designer and print-
er here. It was only natural, therefore, that
when DeSouza arrived in Philadelphia in
1994 to work as a graphic artist, he would
try to continue his work in the Carnival.

In 1994 DeSouza met Cecil Griffith, a
promoter and organizer of West Indian
events in the city and they formed the US
Caribbean Association. The goal of the
organization was to hold Caribbean cultural
events around the city, or to inject a
Caribbean presence in events not tradition-
ally associated with Caribbean culture. They
have participated in the Mothers’ Day
Parade in Chester. They brought out a band
called Calypso Fantasy in 1995 for the
Africamericas Festival, and they have taken
their portrayals to the Carnivals in East
Orange, New Jersey and Washington, D.C. 

But Carnival has been slow to take hold
in Philadelphia. DeSouza sees a lack of

organization in the Caribbean community
as one hurdle. He also cites the North
American penchant for parades and
parade-like events as a barrier to a Carnival.
Caribbean festivals are not parades, with
marchers and watchers. In Trinidad Carni-
val, as with Jamaica’s Jonkonnu, the Crop-
Over of Barbados or the Haitian Rara, the
event is for everybody. It is not a display of
one group for the benefit of another, but a
celebration of the society for itself. Trans-
posing such an idea into a place without
such traditions is difficult. DeSouza sees as
the only possible corollary the Mummers
parade, but that mainly in the magnifi-
cence both events strive for in costuming. 

DeSouza is practiced in several of the
important skills of the Carnival costume
maker. In the creation of the elaborate
Queen costumes there are several steps.
First the basic theme must be planned and
drawn. Then the structure, or skeleton,
must be fabricated out of light-weight wire.
Often cane rods or fiberglass rods are also
used in this part of the process. When the
skeleton is complete the decoration begins.
Bright colors, reflective materials and feath-
ers are used to get maximum effect. While
one of DeSouza’s costumes will be on dis-
play in the “Crafting Celebrations” exhibi-
tion, Carnival costume is meant to be seen
in motion. The costume must become an
extension of the masquerader: he or she
must inhabit, in effect be taken over by the
mas and then he or she must dance the
mas. Towards that end the costume-maker
uses rhinestones, ostrich plumes, metallic
fabrics, mirrors, gold braid—in short any-
thing that creates a stir, that can cause
onlookers to gasp as the Queen passes by.
DeSouza is well known for his skill in
manipulating these effects.

In the Caribbean community Carnival
arts are intertwined and often public. Out-
side the specialized art of the wirebender,
many crafts such as the braiding and feath-
ering of simpler costumes are done collec-
tively in masquerade camps, by
non-specialists. Called mas camps, they
employ people who love Carnival. Anyone
can help out at a mas camp. For several
years I worked gluing braid on costumes in
Brooklyn, New York. It is a way for people
to come together, often after a full day’s
work, to joke and chat and trade news.

There is always music and always food.
The phenomenon of the mas camp
demonstrates in another way the collective
nature of Carnival. People make their mas
and they play their mas, together. But the
Carnival arts are as ephemeral as they are
grand. If people keep Carnival creations
around after the event, it is only in some
token way. Perhaps a headpiece will be
saved, or the tall staffs called standards. In
general, however, Carnival costumes are
not created to last. From year to year new
themes are invented and new masquerades
constructed. The visible presence of Carni-
val is hard to find when it is not Carnival
season, for most of the stuff of Carnival is
thrown away or broken down for use in
some other year. Carnival is permanent in
the hearts and minds of its enthusiasts—
but Carnival materials are not, complicat-
ing my search for artifacts for this
exhibition. 

DeSouza and Griffith operated a mas
camp during their preparations for Carni-
val activities here in Philadelphia. Original-
ly located on 61st street in West
Philadelphia, the camp occupied a base-
ment room in a rented house that was oth-
erwise left empty. The camp then moved to
new quarters on 47th street. But the camp
has been quiet since 1998. Mas Camps are
only needed during Carnival. In some cases
in Trinidad, camps run all year to create
costumes for the growing number of Car-
nivals around the globe, but in Philadel-
phia camps rise and fall with the fortunes
of the festival here. Lacking a strong tradi-
tion, many of Philadelphia’s Trinidadians
and other, especially Anglophone West
Indians, travel to Brooklyn or Washington,
D.C. or Toronto, or, of course, to the
Mecca of Carnival, Trinidad and Tobago.
DeSouza and Griffith have worked hard to
overcome obstacles, finding and encourag-
ing an audience for their art, and locating
adequate space for the production of their
masquerade. The hope of the two artists is
that Philadelphians will become interested
in these arts and help begin and sustain a
Carnival tradition here, in their adopted
city.  

— Philip Scher 
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Word OF MOuTH: “Change was in the air”(continued from p. 23)

hate injustices, and I think there’s nothing
to get my blood boiling more than when
an injustice is being committed against
someone or a group of people. And so
that kind of stuff fuels me and informs the
work that’s done. 

… But I came of age in an era when
change seemed possible. The ‘70s were
incredible for that. There was so much
going on all over the place… And then we
kind of hit the wall when we looked up
and there’s this man called “Reagan” there,
and it just changed. And it became a strug-
gle where we always seemed on the defen-
sive, and we were kind of always retreating.
We were either retreating or reacting to
something. But, by then I had already
come of age. We thought we could change
the world. I mean those of us who were
working in social change movements in
the ‘70s knew it was ours to change. We
were gonna change it, by golly! 

And that was a very exciting time.
Everywhere was just like-you would go to

these meetings and it was just amazing. It
was just an amazing time. The possibility
for change was in the air and you could
almost feel it. And then something hap-
pened. Somebody turned off the lights,
and when they turned them on the 
room was rearranged and nobody could
find their way. It was like: “Aaah!” People
didn’t know where the exit or the 
entrance was… 

… Well I think Rizzo was a big factor
here in Philadelphia due to the fact that
during his eight year tenure as mayor,
police brutality against Latinos and blacks
had reached such an incredible point
under his administration. None of us who
were working in social change movements
could ignore that. And those of us who
were working in our own communities as
well couldn’t ignore that. You know, peo-
ple being shot while being hand cuffed on
the floor at point blank range, and no
accountability at all. I mean he became
nationally known-Philadelphia was

known, was notorious, for police brutality
against minorities… 

And I remember going to funerals with
black arm bands in North Philadelphia
where we knew people had been killed.
And so it was, it was all of those things
kind of make you who and what you are.
Despite this, the ‘70s were an important
time in my formation because they offered
the possibility for change and of course I
was young… 

— David Acosta

Excerpts from an interview with 
David Acosta, August 14, 1998, 
by Teresa Jaynes. Transcription by 
Rebecca Grossman. 
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From crafts to dance, Cambodia 
to Italy, South Africa to South
Philadelphia, these brief collages of
PFP archival slides and interviews 
give you an introduction to some
amazing artists, all of whom have
been featured in past PFP programs, 
exhibitions and concerts. 
$12 EACH, $9 FOR PFP MEMBERS.

The Palm Weavers. Palm weaving is a
religious folk art tradition associated with
Palm Sunday observances in Philadelphia’s
Italian American neighborhoods. This
video describes how palms are made, why
artists continue this “back-breaking
work,” and how people keep the tradition
alive. [10 minutes.]

Everything Has to Sparkle: The 
Art of Fancy Costume-Making. 
Thousands of Philadelphians prepare
throughout the year to send costumed,
dancing mummers up Broad Street in the
New Year’s Day Shooters’ and Mummers’
Parade. This video focuses on artists in the
Fancy division who draw on their 
everyday knowledge and the materials
around them. [14 minutes.]

Blanche Epps: In The Garden of
Gethsemane. A dynamic gardener’s
reflections upon the many meanings of
urban gardening. Practicing heritage 

gardening, seed-saving, and canning, as
well as teaching history, common sense,
African American heritage, and basic sur-
vival skills, Mrs. Epps passes on a sense of
how to “undormacize” agricultural knowl-
edge. [8 minutes.]

Welcome to America: The Art of
Being Khmer In Philadelphia.
Leendavy Koung’s stories about surviving
the Khmer Rouge regime, coming to
America, and dancing and playing music
in the Cambodian community are a 
commentary on defining one’s identity in
a “third” land. [9 minutes.]

Normal To Me. 
Asian American teens talk about the 
cultures their parents and teachers expect
them to have, the culture they share with
their peers, and the difficulties they experi-
ence in resolving the worlds and cultures in
which they simultaneously live. The expres-
sive forms featured include stories, adorn-
ment, dress, and beliefs. [9 minutes.]

A Song for Every Occasion.
Liberian singer and songmaker Hawa
Moore is a recent immigrant to Philadel-
phia. Ms. Moore talks about her 
background as a singer and as part of a
“royal” family in Liberia, and tells how her
father encouraged her music and how
missionaries discouraged it, how difficult

it is to perform here, and how she tries to
teach her children. She and her children
sing two songs. [9 minutes.]

Stories You Remember. 
Local Cambodian storytellers share tales
they love and explain the uses of story-
telling, and how Khmer values are
expressed in moral tales of wily rabbit 
and clever poor heroes. [9 minutes.]

Your Drum Is The One You Will
Make.  Mogauwane Mahloele, an Azan-
ian (South African) drummer, musician,
and carver, talks about his upbringing and
how it shaped his understanding of proper
drumming. He conveys the place of music
in everyday life through his memories of
the past and through his beliefs about how
young people should learn drumming. 
His life story is interwoven with his own
singing and playing. [8 minutes.]

Paintings of My Neighborhood. 
Haitian painter Frito Bastien recently came
to Philadelphia. His life story is illustrated
by and juxtaposed with his paintings. This
video helps viewers think about the place
of art in one’s life: how it can help a person
express him or herself, express unpopular
or taboo views in safer ways, remember
home, and find solace and comfort in a
new place. [9 minutes.]

Announcing both our new (and reissued)
mini-VIDEOS on amazing local folk artists!
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We Loan Exhibits:
Traveling exhibitions on Philadelphia 
folk arts and culture available now!

✱ In my heart I am a dancer.
By Chamroeun Yin.Edited by 
Deborah Wei and Debora Kodish.
Photographs by Réne J.Marquez
and others.Khmer translation by
Chiny Ky. A beautiful children’s book
about a Cambodian artist that punc-
tures stereotypes and honors the com-
plexities of a person’s life. 1996. 32 pp.,
full color, photos. Ages 5-11. $12.95

✱ The Giant Never Wins: 
Cambodian Lakhon Bassac 
(folk opera) in Philadelphia.
Stories by Koung Peang and Pun
Nhiv.Essays by William Westerman
with Prolung Khan Ngin.Transla-
tions by Leendavy Koung, Chiny
Ky, Prolung Ngin and Debora
Kodish.Edited by Debora Kodish.
Giants fight humans, celestial angels and
magical messengers are agents of change,
and good and evil battle in these enjoy-
able stories, once performed on stage by
the artists interviewed, and included here
in English and Khmer. Essays explain
the history, social context and meanings
of this tradition enjoyed and performed
by Philadelphia artists. 1995. 160+ pp.,
photos, glossary. $12.95

✱ ODUNDE presents From 
Hucklebuck to Hip Hop. Social
Dance in the African American 
Community in Philadelphia.
By John W.Roberts.An ODUNDE
project. People tell their own histo-
ries of vernacular dance, describing
how they grew up dancing in
Philadelphia neighborhoods, what
made a good dancer, and why dance
is important. 1995. 123 pp., photos,
indexes. $12.95

✱ Lithuanian Wedding Celebration
Songs. From the memory of 
Bronius Krokys.
Edited by Joseph Kasinskas.
A project of the Lithuanian Folk-
song Quartet. Forty-one songs sung
during Lithuanian weddings in the
region of Dainava, Lithuania. Largely
learned by Mr. Krokys from his moth-
er, they were current between the wars
in Lithuania. In Lithuanian and Eng-
lish. 1994. xiv + 47 pp., 

photos, illustrated, musical 
transcriptions. $12.95

✱ Uses of Tradition: Arts of Italian
Americans in Philadelphia. 
By Dorothy Noyes.Foreword by
Richard N.Juliani. Describes trans-
formations in Italian American folklife,
tracing and linking the work of diverse
artists: palmweavers, painters,
stonecarvers, woodcarvers, seamstresses,
makers of stained glass, mosaics, Christ-
mas presepii, mummers costumes,
carousel animals, window displays, and
more. 1989. 80 pp., photos. $12.95

✱ Hmong Kwv Txhiaj.
Compiled by Pang Xiong Siri-
rathasuk and T-Bee Lo with the
assistance of Ellen Somekawa. A
project of the Southeast Asian Mutual
Assistance Association Coalition and
the Hmong United Association of PA.
Six songs, in Hmong and English,
from different Hmong singers, with
comments. These are chiefly kwv
txhiaj, lovely rhymed songs, impro-
vised in response to other songs, usual-
ly as part of a tradition of courting
done at New Year. 1993. 32 pp., illus-
trated. Accompanied by 2 home-mode
audiotapes. $6.00

✱ Chol Chhnam: Cambodian 
New Year’s Celebrations in Philadel-
phia (1979-1993).
Compiled by Leendavy Koung
with the assistance of Wutha
Chin.A project of SEAMAAC and
the Cambodian Association.A
brief history of how the Cambodian
community in Philadelphia has collec-
tively celebrated New Year. Describes
15 years of events organized through a
mutual assistance association. 1993.
30 pp. illustrated. $6.00

disinvestment in urban communities, 
and controversies over what is public and
private property. 11 large-format matted
and framed photographs with text panels.

About Our Exhibitions: Our 
exhibitions are user-friendly, and appropri-
ate both for agencies with no previous
exhibition experience, and for museums.
Exhibitions come in well-labeled crates,
with detailed packing, installing, and
repacking instructions. Photographs 
and panels have wire backs, and are
easy to hang. 

Exhibits cost $500 for each six-
week rental. We provide insurance for
the exhibits. Shipping costs are the 
responsibility of the borrower and must
be arranged through our office. 
Organizations that serve low-income or
under-served communities may be eligible
for reduced fees. (Please call us for more
information).

Interpretive, educational and 
marketing materials (such as postcards,
posters, videos, and related PFP 
publications) are available for many of the
exhibits. We also provide borrowers with
sample news releases, photographs, and
captions. 

Please call Jennifer Britton  (215-468-7871) with
any questions about our traveling exhibitions
program, or for further information. 

PFP EXHIBITS ✱ PFP PUBLICATIONS ✱ PFP EXHIBITS ✱ PFP PUBLICATIONS ✱ PFP EXHIBITS

We Publish Books  

Borrow some of our pictures for your
walls. . . and get to the heart of communi-
ty traditions important to diverse folks. Six
exhibitions can now be rented—they show
how people use folk arts today in diverse
urban neighborhoods, as essential tools for
living. Let us know if you want to bring
pictures from our neighborhood to yours.
Six exhibitions are available:

Uses of Tradition: Arts of Italian
Americans in Philadelphia 
explores the meanings of some of the
beautiful and useful folk arts that Italian
immigrants brought to this region over
the last one hundred years—from the
stonecarving, stained glass and mosaic
work that ornament our grand buildings
to the family and regional craft tradi-
tions carried on in more private settings,
like palm-weaving and window displays.
This exhibition considers the meanings
and uses of inherited traditions in 
peoples’ lives. 54 matted and framed
photographs with 17 interpretive 
text panels.

You, Me and Them: 
Photographs by Thomas 
B. Morton is an extended essay on how
culture is created, reshaped and attacked
in our multicultural society. Photographs
by this thoughtful African American 
photographer represent more than twenty
years of his documentation and explo-
ration of culture-making in communities
of color in the Philadelphia area. Morton
has attended community festivals and 
celebrations, witnessed weddings, funer-
als, momentous performances, triumphs
and tragedies. Included are images of

Korean, Hmong, Vietnamese, African
American, Puerto Rican and Jewish
people that testify to the ways in which
folk arts are important in peoples’ lives. 
27 framed and matted photographs 
with text panels.

Giants, Kings and Celestial
Angels: Teaching Cambodian Arts
in Philadelphia. Work by Peang
Koung, Eang Mao, Sipom Ming, Cham-
roeun Yin and their students. This exhibi-
tion introduces four Cambodian artists: a
mask-maker and folk opera director, a
costume-maker, a temple painter, and a
dancer/mask maker. The focus is on how
they try to teach Cambodian arts here in
Philadelphia, sharing Khmer values along
with Khmer arts. 24 framed and matted
photographs with 7 original drawings by
students and text panels.

“Plenty of Good Women
Dancers:” African American
Women Hoofers from 
Philadelphia. Glamorous film clips,
photographs and dancers’ vivid 
recollections convey a portrait of veteran
Philadelphia women hoofers prominent
during the golden age of swing and rhythm
tap (1930s-1940s). This exhibition focuses
on women who “came up” from the 1920s
through the present. Restricted to few roles,
unnamed in credits, these African Ameri-
can women dancers have remained anony-
mous within and outside of the
entertainment industry and sometimes
even in the communities in which they
reside. The exhibition offers us a glimpse
into an era often viewed only through the
perspectives of male tap dancers, agents,

and entertainment impresarios. It honors
the artistry and rhythmic innovation of
these dance pioneers. 50 framed and 
matted photographs in six panels, with two
additional text panels. 

ODUNDE African American 
Festival: Twenty Years on South
Street. Photographs by Thomas B.
Morton. ODUNDE is one of the oldest
African American street festivals in the
country. It has grown into a dynamic
event that draws more than 200,000 peo-
ple every year. Included are vivid images
of the Egungun dancer, a batá battery, the
procession and offering, drummers,
dancers, and celebrants. Photographs
show the arts that are at the heart of a
twenty-year-old African American street
festival that has persisted, despite opposi-
tion and gentrification. 30 matted and
framed photographs with text panels. 

Keep It Real. Graffiti has become
increasingly controversial. But the debate
over graffiti is usually one-sided, with all
young urban graffiti writers and artists
grouped together and treated as vandals
and worse. This exhibition pays attention
to some of the opinions and experiences
of a group of eleven young men who
paint elaborate graffiti. Each is represent-
ed with a single color photograph of his
work—chiefly “pieces” (short for “master-
pieces”), with some memorial walls and
commercial commissions. The artists are
also represented by text panels which
include their comments and questions.
They ask why there is money to arrest
graffiti artists, but not for schools or jobs.
The exhibition raises questions about 
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Philadelphia Folklore Project

1304 Wharton St.

Philadelphia, PA 19147

About the Philadelphia 
Folklore Project

Folklore means something different to everyone—as it should, since it is one of the
chief means we have to represent our own realities in the face of powerful institutions.
Here at the Philadelphia Folklore Project, we are committed to paying attention to
the experiences and traditions of “ordinary” people. We’re a 12-year-old independent
public folklife agency that documents, supports and presents local folk arts and cul-
ture. We offer exhibitions, concerts, workshops and assistance to artists and commu-
nities. We conduct ongoing field research and we organize around issues of concern.
We maintain an archive and issue publications and resources.  We urge you to join—
or to call us for more information. (215-468-7871)

Join and get the shirt off our back!
�____$25  Basic. Get magazines like this 2-3x/year, special mailings and 25%

discount on publications.

�____$35  Family. (2 or more at the same address). As above & 1 FREE PFP
publication. (choose 1 on p. 27)

�____$60  Contributing. As above, 2 PFP books (pick 2 on p. 27), discounts,
and a “Plenty of Good Women Dancers” t-shirt. ($15 tax-deductible)

�____$150  Supporting. Magazines, mailings, 3 PFP books (pick 3 on p. 27),
discounts, t-shirt, PFP video. ($75 tax deductible) 

�____$10  No frills. Magazine & mailings. 

�____Sweat equity. I want to join (and get mailings). Instead of $$, I can give
time or in-kind services, help with mailings, provide computer (MAC) con-
sulting, work on a committee, or something else.

Total __________

Please join us Today!
Membership Form

Thanks to new and 
renewing members!

Name

Address

City State Zip

Phone

Please make checks payable to: 
Philadelphia Folklore Project

Mail to: 
PFP
1304  Wharton St.,
Phila., PA 19147 


