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A
t the 1991 A

ssociation of Perform
ing A

rts Presenters an-

nual conference, I sat in the audience listening to one of the

keynote speakers, a noted theater director, lam
enting state

and federal cuts for arts in education. It w
as a w

orthy and

forceful speech but one that focused exclusively on the

om
ission of W

estern E
uropean fine arts traditions from

 the

curriculum
. A

t the tim
e for questions and response, an

equally forceful speaker—
P

hyllis B
rzozow

ska, E
xecutive

D
irector of C

ityfolk in D
ayton, O

hio—
stood at the m

icro-

phone and observed that, as a child, she had learned to

dance, not in school or ballet classes, but at Polish w
ed-

dings and social gatherings. A
nd, from

 those initial plea-

surable experiences, she had learned to understand and

appreciate other dance traditions.

I m
ention this anecdote not for the obvious hum

orous

contrasts of “high and low
” art or “folk and fine” art.

R
ather, B

rzozow
ska’s com

m
ents rem

ind us that learning

occurs in diverse contexts and that know
ledge, inspiration

and cultural m
em

ory are gained from
 m

yriad sources—

grandparents, the friend next door as w
ell as books and in

classroom
s. A

 classically trained m
usician, a ballet dancer,

a boatbuilder, a quilter or an Irish step dancer—
each one

im
parts valuable aesthetic lessons about discipline, prac-

tice, fulfillm
ent and learning itself.

B
rzozow

ska’s rem
arks, how

ever, also rem
ind us that w

e

learn and know
 the w

orld and appreciate larger truths from

particular cultural perspectives. W
ho am

 I? W
here do I

com
e from

? W
here do I fit in? T

hese are fundam
ental ques-

tions of personal and cultural identity—
questions w

e ask

and answ
er throughout the course of our lives—

and they

are at the heart of the debates raging about m
ulticulturalism

and cultural diversity in education. For m
ost of us, the an-

sw
ers to these questions are m

ost real and palpable through

“practices of com
m

itm
ent”—

through sim
ple acts of doing,

m
aking, sharing and participating in the lives and cultural

legacies of our com
m

unities.

T
he tw

o profiles w
hich follow

 exem
plify different suc-

cessful strategies for encouraging experiential learning and

the m
aintenance of traditions. T

he m
ariachi conference

and festival m
ovem

ent profiled here by M
ark Fogelquist is

an exam
ple of a grassroots effort w

hich has steadily grow
n

and successfully com
bined the needs and interests of par-

ents, teachers, students, artists, church and schools. M
ost

of these events have been initiated by dedicated teachers,

enthusiastic students or parents. T
hey succeed because

they involve m
any sectors of a com

m
unity and they enable

the com
m

unity w
hich surrounds a school to fully partici-

pate in its activities.

In contrast, A
uerbach’s profile about the A

pprenticeship

program
 focuses on an N

E
A

-created program
 w

hich has

been adapted successfully in diverse rural and urban con-

texts in 38 program
s (based m

ainly in state arts agencies)
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M
ary Ann Norton

Quilter, M
ississippi
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throughout the U
nited States. A

ccording to inform
ation

from
 the N

ational A
ssem

bly of States A
rts A

gencies, in fact,

it is the prim
ary m

ode of folk arts funding am
ong state arts

agencies and a dom
inant m

odel for assisting and funding

individual artists. 1 L
abeled “intim

ate conservatories” by

one person, the program
’s sim

plicity—
one-on-one teach-

ing over a period of several m
onths—

and its flexibility are,

in large m
easure, the reasons for its success. L

ocal and state

organizations w
ho adm

inister apprenticeships are able to

fine-tune and adjust their program
s to m

eet the needs of

diverse constituencies and cultural traditions. Som
etim

es,

apprenticeship program
s are used specifically as vehicles

for preserving and perpetuating endangered traditions—

several, for instance, have targeted diverse N
ative A

m
erican

craft traditions. B
oth profiled approaches consider local

com
m

unity life and cultural tradition as valuable resources

and assets to be utilized and m
aintained. A

nd both consider

the shaping of cultural identity as a critical part of that

process.
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W
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 m
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Tesfaye Tessem
a

Ethiopian traditional artist
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In 1991, a dedicated junior high school m
usic teacher

nam
ed John V

ela, organized a m
ariachi festival in the South

T
exas tow

n of D
riscoll, population 600. V

ela had been

teaching m
ariachi m

usic in the public schools since 1980

and w
anted to provide an intensive learning experience for

his students. W
orking w

ith a budget of only $4,000, raised

by the school’s band boosters at car w
ashes, rum

m
age

sales and from
 local m

erchants, Vela w
as able to bring four

m
aestros of m

ariachi m
usic from

 C
alifornia to conduct

w
orkshops in guitarrón, vihuela, guitar, violin and trum

pet.

D
uring this tw

o day event, 150 students w
ere im

m
ersed in

intensive instrum
ental w

orkshops and experienced presen-

tations in m
ariachi history by the late N

icolás T
orres, an

early m
em

ber of the legendary M
ariachi Vargas de T

ecalit-

lán. T
he event culm

inated in a concert w
hich featured

professional groups from
 C

orpus C
hristi as w

ell as student

m
usicians.

T
he next year, the Festival w

as m
oved to A

lice, a neigh-

boring tow
n, and the budget grew

 to $10,000. W
ith this

relatively sm
all increase, Vela attracted 250 students to the

w
orkshops and w

as able to bring em
inent instructors from

M
exico, including Jesús R

odríguez de H
íjar, considered

one of the m
ost im

portant arrangers in the history of the

tradition and M
iguel M

artínez, the greatest m
ariachi trum

-

“
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Nati Cano, m
ariachi m

usician
National Heritage Fellow

peter of all tim
e. T

he m
ain concert featured the M

ariachi

Sol de M
éxico from

 L
os A

ngeles, one of the m
ost popular

ensem
bles on the festival circuit during the past decade.

T
he success of the South T

exas M
ariachi Festival w

as

m
ade of several ingredients: unequivocal com

m
unity sup-

port generated through a pre-existing school program
, no

frills budgeting and the total com
m

itm
ent of the organizer.

T
hese sam

e com
ponents are typically found in m

any of the

m
ariachi festivals and conferences that have been held

throughout the Southw
est in the past tw

enty years. T
he ef-

forts of organizers like Vela have, in fact, given rise to a veri-

table m
ovem

ent, w
hich not only reaches large audiences at

festival concerts, but also involves thousands of students in

prim
ary, secondary and university m

ariachi program
s

throughout the region. T
his m

ovem
ent can be credited

w
ith the renew

al of interest in m
ariachi m

usic in M
exican

and M
exican A

m
erican com

m
unities on both sides of the

border. 2

The Rise of a M
ovem

ent
Since the 1940s, M

exican enclaves in the U
nited States

have w
itnessed a steady rise in m

ariachi activity. W
hile m

a-

jor groups in urban M
exico have generated their incom

e

from
 tours, recordings and the accom

panim
ent of “star”

singers (artistas) for som
e tim

e, ensem
bles in the U

nited

States w
ere initially em

ployed alm
ost entirely in the
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M
ariachi: A National Sym

bol

M
ariachi m

usic is a regional variant of

M
exican m

estizo m
usic, w

hich began as an

am
algam

 of Spanish, indigenous and African

elem
ents, em

erging in the late eighteenth

century as a new
 m

usical tradition w
ith its

ow
n distinct character. Though prim

arily

identified w
ith the rural cam

p
esin

o, during the

1920s and 30s m
ariachi m

usic m
oved from

the villages of Jalisco and neighboring states

to M
exico City and achieved a sym

bolic status

as the national m
usic. By the m

id-1950s,

com
plete instrum

entation solidified along the

lines that have rem
ained the standard to the

present; tw
o trum

pets, six violins, guitarrón

(bass), vihuela (treble rhythm
 guitar), guitar

and harp. For m
any M

exican Am
ericans,

m
ariachi m

usic is becom
ing an im

portant

sym
bol of cultural identity.
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Juan G
utiérrez

1996 N
ational H

eritage Fellow
Puerto R

ican m
usician/educator

Los Pleneros de la 21
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T

w
o 

key 
developm

ents, 
how

ever, 
took 

the

m
ariachi beyond the barroom

 and enabled the festival

m
ovem

ent to be born. In the m
id-60s, M

ariachi L
os

C
am

peros de N
ati C

ano, an influential L
os A

ngeles-based

m
ariachi group, established the first night club w

here

m
ariachi m

usic w
as presented on a stage as a dinner show,

reaching a new
 audience of highly assim

ilated m
iddle class,

urban im
m

igrants and their off-spring. Sim
ultaneously,

m
ariachi instruction and perform

ance began in som
e

C
alifornia, A

rizona and T
exas schools at the prim

ary, sec-

ondary and university levels, a regional phenom
enon akin

to the inclusion of jazz in the school m
usic curriculum

.

T
hese developm

ents set the stage for the first m
ariachi

conference, held in San A
ntonio, T

exas in 1979. T
he event

w
as organized by veteran San A

ntonio m
usic educator B

elle

O
rtiz. Inspired by visits to her grandparents’ hom

etow
n of

L
a B

arca, Jalisco, M
s. O

rtiz began an elem
entary school

m
ariachi program

 in 1966. B
y the tim

e of the first confer-

ence, this program
 had expanded to the secondary and

com
m

unity college level and had an enrollm
ent of nearly

500 students. L
ike the South T

exas M
ariachi Festival, the

First International M
ariachi C

onference w
as born from

 the

desire to give students a superior educational and culturally

resonant experience.

H
aving proved the viability of m

ariachi m
usic in the

classroom
, M

s. O
rtiz, then M

usic Supervisor for the San
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A
ntonio P

ublic Schools, solicited and received support

from
 the C

ity of San A
ntonio, the San A

ntonio C
onvention

B
ureau, the N

ational E
ndow

m
ent for the A

rts and corpo-

rate sponsors. M
s. O

rtiz not only had enough credibility to

harness local support for her conference, she also had

enough vision to invite the finest group in the w
orld, the

M
ariachi V

argas de T
ecalitlán. A

ccording to B
elle O

rtiz, “it

is difficult to im
agine that the festival-conference m

ovem
ent

w
ould have gotten off the ground w

ithout the presence of

the M
ariachi Vargas at the first conference. Students and

audiences w
ere overw

helm
ed by the virtuosity of the

M
ariachi Vargas.” Indeed, this ensem

ble becam
e a com

m
it-

ted force in the m
ovem

ent. In its distinguished eighty-year

career, “E
I M

ejor M
ariachi del M

undo” (“T
he B

est

M
ariachi in the W

orld”) had never been called upon to

teach students in an organized conference setting. T
he m

u-

sicians relished the new
 experience and have continued to

give of their talents at num
erous conferences ever since.

T
he first m

ariachi conference in San A
ntonio not only

broke ground by its very existence, but established the

m
odel for subsequent conferences. T

ypically, the m
ariachi

conference is centered around w
orkshops in w

hich stu-

dents study their individual instrum
ents w

ith profession-

als, then com
e together at the end of the day to play the cho-

sen pieces as a large ensem
ble, side-by-side, w

ith the in-

structors. M
any conferences offer additional presentations

on m
ariachi vocal technique, the history of m

ariachi m
usic,

show
m

anship and dance. T
he typical conference also in-

cludes perform
ances by student ensem

bles and invariably

culm
inates in a concert featuring several professional

groups w
ith a grand finale in w

hich the student m
usicians

join professionals to form
 an enorm

ous orchestra for the

rendering en m
asse of one or tw

o num
bers. Since the m

ain

concert is a huge event in itself, w
ith ticket prices beyond

the reach of m
any aficionados, m

ost of the larger confer-

ences also offer a “Plaza G
aribaldi experience,” nam

ed after

the plaza in M
exico C

ity w
here m

ariachi groups have gath-

ered to entertain custom
ers ever since they first appeared in

the capital in the 1920s. T
his event is usually held in a park,

w
here a num

ber of sm
all stages are interspersed w

ith food

and beverage booths. A
dm

ission is m
oderately priced or

free and attendance often surpasses that of the m
ain con-

cert. M
any festivals also include the perform

ance of a

“M
ariachi M

ass” on Sunday m
orning.

Success Breeds Success
Scores of m

ariachi festivals too num
erous to m

ention have

been held since 1979 in places such as San D
iego, Fresno,

San Jose, E
l Paso and L

as Vegas. W
hile several last a year or

tw
o only to cease because of lack of funds, com

m
unity sup-

port or organizational know
-how, m

any have grow
n and

produced interesting variations of the San A
ntonio m

odel.

Radio Bilingüe

In 1976, farm
w

orkers and artists form
ed Radio Bilingüe,

a nonprofit com
m

unity radio netw
ork based in Fresno, California

because they believed that radio w
as the m

ost effective w
ay to

reach and inform
 Latino populations in the San Joaquin Valley.

The target audience w
ere m

ostly low
-incom

e and Spanish-

speaking Latinos w
ho are underserved by traditional m

edia.

Today, Radio Bilingüe has grow
n to a netw

ork of five noncom
m

er-

cial radio stations w
hich reach a m

onthly audience of 200,000.*

Their aw
ard w

inning “Noticiero Latino” is the only Spanish-

language new
s service in public broadcasting and is carried by

m
ore than 100 stations in the U.S. and M

exico. “In an average

quarter hour som
e 8,000 people are tuned into Radio Bilingüe

w
hile in their hom

es, cars or in the farm
 fields,” said Hugo

M
orales, founder of Radio Bilingüe. Radio Bilingüe also produces

the annual Viva El M
ariachi Festival and the Norteño Tejano

M
usic and Dance festival. Both include w

orkshops and serve as

show
cases for local talent as w

ell as nationally know
n artists.

“This is a big achievem
ent for us—

and a trium
ph for our M

exican

Am
erican folk m

usicians,” says M
orales. In 1994, Hugo M

orales

received a M
acArthur Fellow

ship in recognition of his innovative

service and com
m

itm
ent. For inform

ation, contact: Radio Bilingüe,

5005 E. Belm
ont Ave., Fresno, CA 93727, 800-200-5758.

*Source: 1995 Arbitron ratings
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he T

ucson International M
ariachi C

onference, for in-

stance, began in 1983, four years after the San A
ntonio

C
onference, and is, by all m

easures, the largest m
ariachi

conference in the U
nited States. O

riginally organized by

m
em

bers of the M
ariachi C

obre, a young professional

group that em
erged from

 the C
hanguitos Feos (“U

gly M
on-

keys”—
the first youth m

ariachi in the U
nited States), the

T
ucson Festival w

as turned over to L
a Frontera C

enter, a

m
ental health organization that w

orks prim
arily w

ithin the

T
ucson H

ispanic com
m

unity, in its second year. T
oday, the

Festival functions as a fundraiser for the C
enter, has a total

budget of $300,000, a year round staff and 450 com
m

unity

volunteers to help out and includes such adjunct activities

as a parade and a golf tournam
ent. T

he m
ain concert draw

s

6,000 spectators, the Fiesta de G
aribaldi up to 55,000 and

the w
orkshops attract m

ore than 900 participants from
 26

states. T
he T

ucson conference w
as the launching point for

L
inda R

onstadt’s landm
ark career as a ranchera, w

hich

brought m
ariachi m

usic to a vast, new
 audience, including

m
any non-M

exicans.

A
s a profit m

aking com
m

ercial enterprise, M
ariachi U

SA

holds a unique position in the m
ariachi festival and confer-

ence m
ovem

ent. It began in 1990 as an extended concert at

the H
ollyw

ood B
ow

l and during the past tw
o years, it has

expanded to tw
o days and now

 draw
s 30,000 spectators

and operates w
ith a budget of $500,000. T

here are no

w
orkshops tied to M

ariachi U
SA

, but the R
odri Founda-

tion, established w
ith proceeds from

 the event, has given

grants to schools and com
m

unity organizations involved in

m
ariachi education. T

he grand scale of M
ariachi U

SA
 is, in

part, a reflection of the m
assive M

exican A
m

erican popula-

tion base in southern C
alifornia. Southern C

alifornia has

been the hom
e of outstanding m

ariachi groups since the

late 1950s as w
ell as a center for school and com

m
unity

m
ariachi program

s.

O
n a sm

aller scale, the Festival del M
ariachi de A

lta C
ali-

fornia, Salinas, C
alifornia took place annually from

 1991 to

1994, w
as suspended in 1995 but is projected to reem

erge

in 1996. T
he principal organizer, W

illiam
 Faulkner, is an

educator and leader of a local m
ariachi group and he has

m
ade the A

lta C
alifornia festival the gathering spot for som

e

of the m
ost im

portant figures of the m
ariachi w

orld. A
t the

1993 festival, the A
lta C

alifornia Festival brought together

all of the living m
usicians w

ho participated in M
ariachi

Vargas’ landm
ark 1956 recording “E

l M
ejor M

ariachi del

M
undo,” considered by m

any to be the finest recording of

m
ariachi m

usic ever m
ade.

Sim
ilarly, the M

ariachi E
spectacular in A

lbuquerque is

the only festival associated w
ith a university. It com

bines

aspects of large scale festivals like T
ucson w

ith the dom
i-

nant educational values of A
lta C

alifornia. C
lasses extend

over three full days, follow
ed by tw

o days of concerts, a

I N
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Keepers of the Treasures

The National Park Service gathered w
ith representatives of

m
ore than 60 tribes at a cultural conference on the Oklahom

a

Osage Reservation in Decem
ber 1991 to determ

ine funding

needs for cultural preservation on tribal lands. Since that tim
e,

Keepers of the Treasures, a coalition of tribal representatives

and federal agencies has continued to gather annually to

discuss issues and strategies for the preservation of the living

traditions of Am
erican Indians, Alaska Natives and Native

Haw
aiians. As a result, federal funding is now

 available for

tribal cultural heritage program
s, and projects such as oral

history docum
entation, language retention, archival training,

and cultural resources surveys.

Funding, for instance, w
ill enable M

aine Penobscots to produce

a 30-m
inute videotape and user’s guide about their physical

and spiritual connection w
ith the Penobscot River. The film

 w
ill

educate both tribal m
em

bers and the general public about the

effects of pollution and developm
ent on that relationship.

Alaska natives published seven sets of reading textbooks for

elem
entary school students based on traditional stories of

Elders from
 the Bering Strait region. Since 1990, approxim

ately
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R
egardless of w

hat direction the m
ariachi m

ovem
ent

takes in the future, it is now
 firm

ly rooted in the southw
est-

ern U
nited States. W

ith m
odest financial support from

 such

organizations as the N
E

A
 and state arts councils, the m

ove-

m
ent has grow

n w
ith am

azing speed. Public support has,

in fact, been m
ore im

portant as a source of legitim
acy for

grassroots activities than as a source of dollars. O
fficial

recognition in the form
 of sm

all grants has given festival

organizers the credibility needed to leverage existing

resources in a new
 and productive w

ay. In the m
ariachi

festival, educators w
ork w

ith professional m
usicians;

church, school and com
m

unity leaders w
ith business

people; and students w
ith artists. T

he end result is that

M
exicans, M

exican A
m

ericans and A
nglos on both sides

of the border share and enjoy a rich m
usical tradition…

a tradition w
hich, despite its sym

bolic im
portance, had

begun to lose its luster in M
exico. Indeed, the m

ariachi

festival m
ovem

ent is a true success story in w
hich the w

hole

is vastly greater than the sum
 of its parts.

$5.3 m
illion has been aw

arded in individual grants ranging

from
 $5,000 to $50,000 to federally recognized Am

erican

Indian tribes, Alaska Natives, and Native Haw
aiians for cultural

heritage projects and program
s.

For inform
ation on the Keepers of the Treasures—

Cultural Council of Am
erican Indians, Alaska Natives,

and Native Haw
aiians, w

rite to:

M
ary Stuart M

cCam
y

Keepers of the Treasures,

1785 M
assachusetts Avenue, NW

W
ashington, DC 20036

For inform
ation concerning grants, w

orkshops, and

publications:

David Banks or Ronnie Em
ery

Tribal Heritage Program

National Park Service,

Interagency Resources Division, P.O. Box 37127

W
ashington, D.C. 20013-7127

G
aribaldi event and a perform

ance of the M
ariachi M

ass.

W
orkshop instructors are handpicked from

 throughout the

U
nited States and M

exico and are chosen for their skill as

perform
ers and teachers. M

ariachi history is given extra

em
phasis and a m

ariachi H
all of Fam

e has been established

to honor great figures of the tradition.

Conclusion
M

ariachi conferences and festivals have provided unpre-

cedented opportunities for young perform
ers to study w

ith

outstanding m
ariachi m

usicians, establishing continuity

w
ith the roots of the tradition and a forum

 for the explora-

tion and expression of cultural identity. T
hey have also cre-

ated new
 venues for the m

usic, reaching tens of thousands

of new
 listeners from

 a variety of backgrounds. T
hey have

brought groups established and operating in the U
nited

States back into contact w
ith the finest ensem

bles from

M
exico, 

the 
m

ost 
salient 

exam
ple 

being 
the 

P
rim

er

E
ncuentro del M

ariachi, M
exico’s first m

ariachi conference

held in G
uadalajara in 1994. T

he m
ariachi conference

m
ovem

ent has also helped generate a healthy discussion

about the m
usical direction of the tradition. T

he rivalry be-

tw
een ensem

bles on the festival circuit has been a m
ajor

stim
ulus for m

usical achievem
ent and higher standards,

both at the professional and student level.
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W
hen N

orth D
akota T

raditional A
rts C

oordinator T
royd

G
eist called Peggy L

angley to suggest that she apply for an

apprenticeship in saddlem
aking, the self-taught ranch w

ife

thought it w
as a joke. She had been trying to get advice from

“old cow
boys” for years w

ithout success. A
fter studying

w
ith R

ex C
ook, “I learned that I w

as doing everything

right; I just needed m
ore finesse and som

e shortcuts to

m
ake the w

ork easier,” L
angley says. She found the skills

and confidence to open her ow
n saddlery and now

 has

m
ore orders than she can handle, as w

ell as her ow
n ap-

prentice. L
angley and C

ook are am
ong artists across the

country w
ho have taken part in m

ore than 2,600 appren-

ticeships sponsored by state folk arts program
s over the

past tw
elve years. 3 A

pprenticeships bring together a m
aster

traditional artist w
ith an eager learner for several m

onths of

intensive instruction. T
he team

 plans a joint project and

receives a grant of $1,000-3,000 (on average) to pay for

travel, supplies and teaching tim
e. T

he experience allow
s

seasoned artists like L
ouisiana basketm

aker A
zzie R

oland

to “keep on keeping on” w
ith their craft and “leave it in

som
ebody’s hands.” It gives apprentices like M

aine Indian

basketm
aker R

ocky K
eezer the “little nudge” they need to

stay com
m

itted to the tradition. A
s such, apprenticeship

program
s represent an investm

ent in the future of folk arts.

“
P
e
o
p
l
e
 t

h
a
t
 a

r
e
 d

y
in

g

[e
l
d
e
r
s
], a

n
d
 t

h
e
ir

 c
u
lt

u
r
e

is
 d

y
in

g
—

t
h
e
y
’r

e
 t

h
a
n
k
f
u
l

t
o
 s

e
e
 e

v
e
n
 o

n
e
 p

e
r
s
o
n

c
o
m
in

g
 o

u
t
 t

o
 k

e
e
p
 o

u
r

t
r
a
d
it

io
n
s
 a

l
iv

e
. I c

o
u
l
d

b
e
 w

o
r
k
in

g
 a

s
 a

 s
e
c
r
e
ta

r
y

b
u
t
 I’m

 c
h
o
o
s
in

g
 t

o
 d

o

t
h
is

. T
h
a
t
’s

 w
h
e
r
e
 m

y

h
e
a
r
t
 is

, in
 ta

n
n
in

g
 a

 h
id

e
,

d
o
in

g
 b

e
a
d
w
o
r
k
. T

h
e
r
e
’s

s
o
m
e
o
n
e
 l

ik
e
 m

e
 t

h
a
t
 h

a
s

t
h
e
 c

u
r
io

s
it

y
 a

n
d
 w

a
n
t
s

t
o
 l

e
a
r
n
. I’d

 l
ik

e
 t

o
 s

e
e

p
r
o
j
e
c
t
s
 l

ik
e
 t

h
is

e
x
p
a
n
d
e
d
, n

o
t
 c

u
t
 b

a
c
k
.”

D. Joyce Kitson (Lakota-Hidatsa),
m

aster beadw
orker, hide tanner, apprentice bird quillw

orker
North Dakota Traditional Arts Apprenticeship Program

A
lthough the N

ational E
ndow

m
ent for the A

rts Folk &

T
raditional A

rts Program
 m

ade grants for individual ap-

prenticeships starting in 1978 and three states established

their ow
n program

s in the early 1980s, it w
as an N

E
A

 pilot

program
 in 1983 in F

lorida, M
ississippi and N

ew
 York

that spurred the grow
th of apprenticeship program

s

around the country. Funding spread to fifteen states in

1985 and thirty in 1991 as part of the overall developm
ent

of state folk arts program
s. C

oordinators w
ere quick to

adapt the apprenticeship concept to the needs of their

states or territories w
ith user-friendly application form

s,

targeted recruiting and special eligibility criteria. E
ach

program
 generally aw

ards a total of $10-30,000 per year to

five-fifteen team
s.

T
oday, 84%

 of coordinators surveyed in 38 active pro-

gram
s consider apprenticeships the foundation of their folk

arts program
 or am

ong their three m
ost im

portant projects.

“A
pprenticeships are by far our m

ost successful and direct

w
ay of supporting traditional artists,” reports K

athleen

M
undell of the M

aine A
rts C

om
m

ission. B
esides being

paid for teaching, artists benefit from
 increased recognition

and opportunities to present and sell their w
ork.

From
 their inception, folk arts apprenticeship program

s

have involved a rem
arkable diversity of art form

s, people,

and geographic regions. T
raditions covered range from

H
ispanic santos carving in C

olorado to A
frican A

m
erican
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FOLKPATTERN

S is a joint project of the M
ichigan State U

niversity M
useum

 and the

M
ichigan 4-H

 Youth Program
s involving m

ore than 4,000 youth statew
ide w

ho w
ork

on projects through their clubs and school enrichm
ent program

s. Youth share their

projects by m
aking presentations and exhibits and learn to use technical equipm

ent,

such as tape recorders, cam
eras, and video cam

eras, and sharpen their com
m

uni-

cations skills. A 4-H
 group from

 Gratiot County created a m
arionette show

 and

perform
ed Czechoslovakian folk tales at nursing hom

es. A 4-H
 youth in M

ontcalm

County docum
ents old barns and displays photographs at county fairs, conferences

and folk festivals. Oceana County’s 4-H
 Folk Festival includes perform

ances and

dem
onstrations by local artists and tradition bearers, bringing together the diverse

ethnic populations of the county. R
ecently, a w

orkshop w
as held in M

ichigan’s

“Thum
b” area on the topic of m

aritim
e folk traditions. “W

ith an em
phasis on field

research techniques”, says LuAnne Kozm
a, director of the FOLKPATTERN

S program
,

“this w
orkshop involved participants in interview

s w
ith local m

aritim
e tradition-

bearers. This gave them
 hands-on experience w

ith interview
ing folk artists so

they can go back to their ow
n com

m
unities and help 4-H

ers discover their ow
n

traditions.” For m
ore inform

ation about FOLKPATTERN
S, contact LuAnne Kozm

a,

FOLKPATTERN
S, M

ichigan Traditional Arts Program
, M

ichigan State U
niversity

M
useum

, East Lansing, M
I 48824, (517) 353-5526.

W
il

l
ia

m
 K

a
'a

w
a
l
o
a
/H

a
w
a
iia

n
 n

e
t
 m

a
k
in

g
.
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h
o
t
o
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y
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y
n
n
 M

a
r
t
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)
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quilting in M
ississippi and from

 Franco A
m

erican fiddling

in N
ew

 H
am

pshire to H
m

ong w
edding songs in O

regon,

w
ith crafts dom

inating the list (63%
). A

 m
ajority of appren-

ticeships have gone to people of color, w
ith A

m
erican Indi-

ans (20%
), A

laska N
atives (7%

), and A
sian-A

m
ericans/Pa-

cific Islanders (15%
) especially w

ell-represented.

A
pprenticeships have proven as adaptable to rural A

la-

bam
a and O

klahom
a reservations as to inner-city D

etroit

and suburban C
alifornia. T

eam
s are w

idely dispersed

across and w
ithin U

.S. states and territories. Such grants to

individuals are often a state arts council’s m
ost effective

form
 of outreach to underserved regions.

A
pprenticeships involve the cooperation of m

any kinds

of people and organizations. T
ribal offices, refugee agen-

cies, churches, and senior centers help recruit participants.

A
rtists, cultural specialists, and com

m
unity representatives

serve on selection panels. M
useum

s host exhibits of artists’

w
ork, state officials hand out aw

ards and local m
edia profile

team
s in ‘good new

s’ stories.

A M
odel Program

W
hy have apprenticeship program

s becom
e a flagship pro-

gram
 for the support of folk arts? F

irst, the concept of

intergenerational teaching and learning has strong appeal

to the public as w
ell as artists and ethnic com

m
unities.

Policy m
akers appreciate the diversity built into the cost-

effective program
s, w

hile folklorists value apprenticeships

as key tools in cultural conservation. In addition, program
s

have evolved guidelines and procedures that are responsive

to local needs and conditions at hand. M
ost, for exam

ple,

allow
 out-of-state m

asters w
here traditions extend across

borders and take care to respect local protocol. O
ther fac-

tors in the success of apprenticeship program
s over the

years are consistent N
E

A
 support; relative low

 cost; out-

reach based on fieldw
ork and personal contact; the engage-

m
ent of com

m
unity leaders such as tribal officers; and a

stress on conveying cultural values and know
ledge as w

ell

as technical skills.

T
he im

pact of apprenticeship program
s reverberates

w
ell beyond the artist team

 and the official grant period.

A
rtists often continue w

orking together, som
e becom

ing

colleagues. A
 num

ber of apprentices go on to becom
e pro-

fessional glassblow
ers or teachers of beadw

ork in their ow
n

right. M
asters receive m

ore honors, such as N
ational H

eri-

tage Fellow
ships and invitations to national festivals or in-

ternational exhibits. Folk arts program
s create spin-off

projects involving participants, such as m
edia projects and

perform
ances. C

om
m

unities gain w
ell-trained practitio-

ners, articulate spokespersons, and new
 organizations like

the M
aine Indian B

asketm
akers A

lliance. Perhaps m
ost im

-

portantly, languishing arts form
s that m

ight otherw
ise die

w
ith their last practitioner gain a new

 lease on life.

“
M

y
 g

r
a
n
d
m
o
t
h
e
r
 ta

u
g
h
t

m
e
 t

o
 r

e
a
d
, s

h
e
 s

e
n
t
 m

e

o
n
 m

y
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c
a
d
e
m
ic

 r
o
u
t
e
,

b
u
t
 s

h
e
 a

l
s
o
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u
g
h
t
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e

t
o
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u
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 a
n
d
 t

h
a
t
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a
r
t

o
f
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y
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a
s
t
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a
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e
e
n
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e
f
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h
a
n
g
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g
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n
t
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o
w
. It
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a
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n
o
w
 c

o
m
e
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u
l
l
 c
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c
l
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h
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t
r
a
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s
m
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s
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n
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 c
o
m
p
l
e
t
e
.

M
y
 g

r
a
n
d
m
o
t
h
e
r
 h

a
s

p
a
s
s
e
d
 d

o
w
n
 o

u
r
 c

u
lt

u
r
e
.

A
t
 l

e
a
s
t
 w

it
h
 m

e
,

t
h
is

 c
r
a
f
t
 w

o
n
’t

 d
ie

.”

Norm
a Cantú

Apprentice to M
ariá Paredes Solís

Laredo, Texas
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The H
aw

ai’i Program
O

n the B
ig Island of H

aw
ai’i, the apprenticeship program

has spaw
ned a renaissance in lauhala w

eaving and a w
ait-

ing list of hopeful apprentices. M
asters like 73-year-old

M
innie K

a’aw
aloa guide them

 through the arduous process

of finding, harvesting, and preparing pandanus leaves

before show
ing them

 how
 to w

eave fans and hats, telling

stories all the w
hile. “A

unt M
innie has taken us under her

w
ing w

ith the culture, the language, the spirit,” says

N
oelani N

g, an apprentice w
ho is now

 president of the

local traditional crafts club.

L
auhala w

eaving, traditional chant, slack key guitar and

other native H
aw

aiian art form
s com

prise 80%
 of the 106

apprenticeships aw
arded by the State Foundation for C

ul-

ture and the A
rts since 1985. “It’s becom

e a real status

thing to be part of the apprenticeship program
” in strong

N
ative H

aw
aiian com

m
unities like the island of N

i’ihau,

according to panel m
em

ber N
athan N

apoka. “People took

the m
aster artists for granted before; now

 they look up to

them
. It’s done w

onders for their spirit.”

L
ike apprenticeship program

s elsew
here, the H

aw
ai’i

program
 has becom

e m
ore ethnically diverse over tim

e,

em
bracing a variety of A

sian traditions. It gave artists w
ho

had undergone long form
al apprenticeships in A

sia the

courage to teach com
plex arts such as Japanese m

ingei pot-
tery and O

kinaw
an kum

i udui dance theater. In H
onolulu,

K
a
l
e
n
a
 S

ilv
a
 (l

e
f
t
) a

n
d
 L

e
h
u
a
 M

a
t
s
u
o
k
a
/M

e
l
e
 U

l
i-H

a
w
a
iia

n
 c

h
a
n
t
.

(P
h
o
t
o
 b

y
 L

y
n
n
 M

a
r
t
in

)
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Apprenticeship Program

Genres Funded through April 1995

Crafts
62%

M
usic

27%

Dance
7%

N
arrative

3%

Other
1%

N
ote: 2,421 out of total 2,554 apprentice-

ships funded due to incom
plete reporting

by respondents.

the program
 helped a C

antonese opera group to train new

m
em

bers and m
ount their first fully staged production,

w
hile in W

aianae , it provided m
ore w

eavers for a L
aotian

refugee cooperative.

O
ne of the program

’s hallm
arks under coordinator L

ynn

M
artin is its use of travel vouchers to prom

ote exchange

betw
een artists from

 different islands. A
pprentice L

ehua

M
atsuoka, for instance, m

akes the trip from
 O

ahu to the

B
ig Island to study oli (traditional H

aw
aiian chant) w

ith

K
alena Silva. She finds the all-day session “intense” w

ith

its focus on H
aw

aiian language and attaining the proper

vocal quality. B
ut she perseveres, having heard from

 a pre-

vious apprentice that after the experience, “I w
ill sound dif-

ferent, chant different and feel different.”

The M
issouri Program

O
ne of the country’s oldest apprenticeship program

s, M
is-

souri has sponsored nearly 200 team
s since 1984. It has

expanded from
 an original focus on rural, E

uropean A
m

eri-

can fiddling to a w
ide spectrum

 of genres and ethnicities.

C
oordinator D

ana E
verts-B

oehm
 seeks to constantly ex-

tend the program
’s reach w

ith regional fieldw
ork, guide-

lines that give priority to new
 artists and close links to the

M
issouri Perform

ing T
raditions touring program

. E
ven

w
ith m

ost of her tim
e going into the apprenticeship pro-

gram
, she lam

ents, “you can never do enough.”

H
ere as elsew

here, the program
 has been a pow

erful m
o-

tivator for artists to set aside the tim
e to w

ork together and

undertake am
bitious projects—

som
etim

es revitalizing tra-

ditions in the process. In the O
zarks, for instance, high

school teacher Steve C
ookson had to be persistent to con-

vince busy third-generation w
ooden johnboat builder C

ecil

M
urray to take him

 on, but it soon becam
e C

ookson’s job

to keep up w
ith M

urray’s zeal. T
he apprenticeship allow

ed

them
 to create better boats along w

ith strong bonds of

friendship. “I’ll alw
ays be com

ing back to help C
ecil build

boats, or if I can’t find another reason, just to pester him
,”

says C
ookson.

In St. L
ouis, R

ichard M
artin, Jr. has trained about tw

enty

apprentices in A
frican A

m
erican tap and jazz dance since

1987. M
artin, w

ho grew
 up dancing on street corners, im

-

m
erses his m

ost prom
ising students in the tradition of the

art and great artists w
ho have com

e before them
. “T

hey got

to know
 not only the technique, but also the m

entality,” he

says. “T
hey got to know

 w
ho they are.” B

y challenging

them
 to do m

ore, M
artin prepares his proteges to take off

on their ow
n. A

t the sam
e tim

e, his w
ork in the program

 has

brought M
artin long-overdue public exposure and acclaim

.

A
cross tow

n, students at St. L
ouis Irish A

rts com
pete for

the honor of becom
ing apprentices in m

usic or dance.

“W
hen you’re doing an apprenticeship, you really put your

best behind it because they [the apprentices] are going to

I N
 H

 E R
 I T I N

 G
   A N
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   S H
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 I N

 G

Apprenticeship Program
s

Ethnic Breakdow
n by M

aster Artist

European Am
erican

39%

Am
erican Indian

20%

Asian/Pacific Islander
15%

Latino
9%

African Am
erican

8%

Alaska N
ative

7%

Other
2%
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Apprenticeship Program
s at a Glance*

Total num
ber of state program

s

as of 1995: 38**

Total num
ber of apprenticeships funded

nationw
ide through m

id-1995: 2,554

R
ange of total aw

ard am
ounts per

apprenticeship: $200-5000

Total length of apprenticeships:

2 m
onths-1 year

M
ost effective form

 of program
 outreach:

personal contact/site visits

Percentage of program
s supported by

N
EA plus state funds: 86%

***

Percentage of program
s supported by

state, local or private funds: 15%
***

* D
ata based on 1995 survey conducted by

Susan Auerbach for N
EA Folk &

 Traditional Arts.

**37 are state program
s, 1 is adm

inistered by
the N

ew
 England Foundation for the Arts.

*** D
ue to rounding, percentages m

ay not total 100.
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W
hat’s in a Nam

e?
Apprenticeships, Artists’ R

esidencies, M
entoring Program

s

Som
etim

es a nam
e sim

ply indicates the vantage point from
 w

hich

you speak. Take the three term
s above. All of them

 refer to sim
ilar

processes—
that is, learning “the tricks of the trade” through first-

hand observation and practice—
w

ith different im
ages. In the arts

w
orld, apprenticeship is a term

 used prim
arily in the folk arts field

and tends to describe one-on-one teaching and learning in inform
al

settings betw
een an experienced hand and less seasoned junior.

W
ith a nod to its roots in m

edieval crafts guilds, apprenticeship

im
plies a lengthy, tim

e-tested learning process in w
hich accuracy

and fidelity to cultural tradition are em
phasized. An artist residency

is a fam
iliar form

at for teaching, creating and learning in m
any

disciplines, particularly in the perform
ing arts. Although the term

“residency” conjures up the intim
acy of hom

e, m
ost residencies

usually occur in m
ore form

al settings—
schools, theaters, and the

like—
and often involve intensive training or learning in group

situations for briefer periods of tim
e. The notion of m

entoring—

giving and receiving sage advice and counsel—
is flexible enough

to allow
 for a range of adaptation and uses and is increasingly

being used as an um
brella term

 for a range of artist and organiza-

tional technical assistance program
s.

O
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p
r
e
n
t
ic

e
 S

t
e
v
e
 C

o
o
k
s
o
n

h
o
w
 t

o
 s

h
a
p
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f
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, D
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9
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National Task Force on Folk Arts
in Education

The National Task Force on Folk Arts in Education

grew
 out of the 1993 “Folk Arts in the Classroom

:

A National Roundtable on Folk Arts in Education,”

co-sponsored by the National Endow
m

ent for the

Arts Folk &
 Traditional Arts Program

 and City Lore.

At the table w
ere folklorists, teachers, school

adm
inistrators, traditional artists, and representatives

from
 national education organizations including

Foxfire, G
etty Center for Education in the Arts, M

usic

Educators National Conference, and m
ulticultural

education program
s at Bank Street College of

Education, Teachers College at Colum
bia University,

and the University of W
ashington. Today, the Task

Force supports folklorists and folk artists involved in

education efforts throughout the country, advocates

for the inclusion of folk arts and traditional culture in

K-12 education, participates in regional and national

m
eetings on arts and education, and serves as a

clearinghouse for inform
ation on teacher institutes,

resources, and curricula standards.
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For m
ore inform

ation, contact Paddy Bow
m

an,

609 Johnston Place, Alexandria, VA 22301-2511,

(703)-836-7499.

Other National Resources for Folk Arts in Education:

Am
erican Folklife Center, Library Of Congress,

W
ashington, D.C. 20540, (202) 707-6590. Contact

the Center for a copy of A Teacher’s G
uide to Folklife

Resources for K-12 Classroom
s, w

hich lists good

m
aterials and state program

s.

Center for Folklife Program
s &

 Cultural Studies,

Sm
ithsonian Institution, W

ashington, D.C. 20560,

(202) 287-3424.

City Lore, 72 E. First St., New
 York, NY 10003,

(212) 529-1955. This organization is a particularly

great source for educators’ m
aterials w

ith their new

C
u
ltu

re C
ato

lo
g.

The Fund for Folk Culture, P.O. Box 1566, Santa Fe,

NM
 87504, (505) 984-2534.

years of apprenticeship program
s show

s that the longer

a program
 is in place, the stronger its im

pact on artists,

com
m

unities, and cultural conservation. P
rogram

s that

prom
ise—

and 
deliver—

so 
m

uch 
for 

so 
little 

deserve

everyone’s support.

be the role m
odels for the others,” notes m

aster m
usician

Patrick G
annon. A

s a result of the G
annon fam

ily’s w
ork

and the program
’s support, there is a steady supply of fid-

dlers and accordion players for ceili dances.

Issues for the Future
In 1995, 86%

 of apprenticeship program
s w

ere still heavily

dependent on the N
E

A
 for ongoing support. A

s com
peti-

tion grow
s for shrinking funding sources, program

s w
ill

need to solicit m
ore state and local support and forge pub-

lic/private partnerships. T
here are precedents for a variety

of innovative adm
inistrative collaborations and funding ar-

rangem
ents. In C

olorado, three regional apprenticeship co-

ordinators based in colleges and m
useum

s run the program

as a team
. T

he T
exas program

 operates w
ithin a nonprofit

organization, and the N
ew

 H
am

pshire program
 has devel-

oped a partnership on “outdoor arts” recruitm
ent and pro-

m
otion w

ith the state D
epartm

ent of Fish and G
am

e. Per-

haps m
ore foundations, historical societies, and ethnic or-

ganizations could endow
 apprenticeships, as the H

aw
aii

A
cadem

y of R
ecording A

rts has done, and arrange public

presentations in return.

A
pprenticeship program

s are one of the clear success

stories in the field of folk arts. C
oordinators agree that the

benefits are m
any, the aw

ard am
ounts adequate, and the

abuses or failures very rare. A
 recent N

E
A

 report on tw
elve


