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Preface

Celebrating Latino Folklore: An Encyclopedia of Cultural Traditions is a groundbreaking piece of scholarship. This first encyclopedia to focus on the folklore of the Latino population in the United States will be useful for students, scholars, and the general public interested in Latino folklore cultural production for generations to come.

This project began in November 2006 when I was offered a contract by Greenwood Press after the publication of my book Chicano Folklore: A Handbook (2006). Many changes and transitions have occurred over the past six years, including the purchase of Greenwood by ABC-CLIO in 2008. The guidelines originally called for essays ranging in length from approximately 1,000 to 5,000 words, that is, the encyclopedia would have both short and long essays according to what the topic under discussion required. The short essays provide the reader with enough information to get an excellent idea of the meaning and importance of the topic discussed. Those topics requiring mostly short entries include most of the folk foods (e.g., tacos, tortillas, maize, sopas), and others such as alabados, baptism, and so forth. These entries usually range from 500 to 1,500 words. The longer essays cover topics that require a more sustained and detailed explanation, such as the folklore of Latin American counties (e.g., Argentina, Panama, Nicaragua, and Venezuela). These essays range from 3,500 to 8,000 words. Other longer essays cover important and extensive folklore topics (e.g., folk medicine, Pastorelas [shepherds’ plays], folk tales, and distinguished scholars or people in folklore production). Editing the volumes and writing the entries has been a labor of love and a great commitment on the part of everyone involved, including over 100 contributors who wrote the 318 entries comprising this three-volume work.

Celebrating Latino Folklore covers a wide variety of folklore genres either as specific topics or under a general essay that provides an overview of various related topics. These folklore genres include the following:


	Folk Narrative

	Folk Speech

	Folk Theater

	Folk Saints

	Folk Religion

	Folk Celebrations

	Folk Songs

	Folk Singers and Musicians

	Folk Instruments

	Folk Dance

	Folk Food

	Folk Architecture

	Folk Trades

	Folk Artists

	Folk Heroes and Anti-Heroes

	Folk Characters

	Folk Belief

	Folk Ailments and Medicine

	Folk Rites

	Folk Sacred Spaces

	Folk Art

	Folk Garments

	Children’s Songs and Games



Celebrating Latino Folklore includes a number of illustrations, which add to the interest and understanding of the entries. Each entry concludes with a section of “Further Reading” that provides additional print and electronic information resources on the entry topic. A detailed bibliography of Latino folklore scholarship will be very useful to students, scholars, and interested nonspecialist readers wishing to delve further into the various topics covered. An appendix on “Medicinal Plants” adds greatly to the topics of “Curaderismo” and folk medicine. I thank Antonio Noé Zavaleta for permission to use this excellent resource. Most entries also include a “See also” listing of cross-references to other related entries.

To recruit contributors to write entries, I undertook major drives or a “Call for Contributors.” The drives disseminated a “Call for Contributors” message via e-mail to specific departments and programs throughout the United States and Canada. The departments and programs contacted were Spanish and Portuguese Departments, Latin American Studies Programs and Centers, English and Comparative Literature Departments, and Chicano Studies and Ethnic Studies Departments. I contacted the chairs/directors of these departments, programs, and centers, and asked them to distribute the “Call for Contributors” to their colleagues and graduate students. I am very grateful for the help these chairs and directors afforded me in publicizing the Celebrating Latino Folklore project. In addition to writing to departments and programs throughout the United States, I also contacted faculty members who are experts in the field of Chicano/Latino folklore or related fields, such as Chicano literature and culture. Some of these faculty members wrote entries, while others helped with this project by offering names of colleagues or recruiting their graduate students to write entries for the encyclopedia. Once contributors started to write entries, I asked them to contact their friends or colleagues. In this manner, I was able to recruit over 100 faculty and graduate students as well as independent researchers to write the entries included in these three volumes. The contributors for this project include many scholars from the United States, but also from Spain, Canada, Scotland, and Brazil. I thank all those individuals who participated in this important endeavor for their time, effort, and commitment.

In addition to the above extensive publicity carried out via various departments and programs, Norma E. Cantú graciously allowed me to advertise the Celebrating Latino Folklore project through her Society for the Study of Gloria Anzaldúa Newsletter.

Celebrating Latino Folklore is not an exhaustive study or collection of Latino folklore. This would be impossible in a three-volume set given the enormous amount of folklore entries that exist for each Latin American country, indeed for each region and even for each city and village, and that much of this folklore has migrated with each Latino group that has come to the United States. What I have attempted to do in this three-volume encyclopedia is to provide the reader with a sampling of Latino folklore and to give a small glimpse of the rich cultural heritage that belongs to the Latino population and that has now become part of our American folklore treasure. The splendid folklore that all immigrant groups and other non-immigrant groups (such as Native Americans) living in the United States have is all part of our American national cultural heritage.

Given the limitations of size and time for this project, I have provided, via longer essays, only a sampling of the folklore of different Latin American countries, since these national folklores are the fount from which Latino folklore emanates. For South America, I feature Argentina, Bolivia, Chile, Peru, Venezuela, and Brazil; for Central America, El Salvador, Panama, Costa Rica, and Nicaragua; and for the United States I have longer essays for Cuban American, Puerto Rican, and Greater Mexico folklore (i.e., folklore of the U.S.-Mexico borderlands). Please also note that the folklore of Mexico and Mexican Americans (Chicanos/as) is represented throughout the encyclopedia by many entries on these two groups and their folklore.

In the same manner that I selected Latin American countries and their folklore, I also provide in the encyclopedia a sampling of entries on folklore scholars. Scholars have addressed the topic of Mexican American folklore specifically since the late nineteenth century and more recently have also focused on Latino folklore. I therefore have different essays representing the four generations of scholars I first delineated in my book Chicano Folklore: A Handbook (2006). Below are the scholars highlighted in the encyclopedia:

 


I. First Generation of Folklore Scholars: 1893–1930




	Captain John Gregory Bourke (1843–1896)

	Charles Fletcher Lummis (1859–1928)

	Aurelio Macedonio Espinosa (1880–1958)

	John A. Lomax (1867–1948)

	Elsie Clews Parsons (1875–1941)



 


II. Second Generation Folklorists: 1930–1950




	Jovita González de Mireles (1904–1983)

	Arthur León Campa (1905–1978)

	Juan Bautista Rael (1900–1993)

	Ralph Steele Boggs (1901–1994)

	Fabiola Cabeza de Vaca Gilbert (1898–1993)

	Cleofas Jaramillo (1878–1956)

	Aurora Lucero-White Lea (1894–1965)

	John Esten Keller (1917–2010)

	Nina Otero Warren (1881–1965)

	Lomax, John Avery (1867–1948)

	Alan Lomax (1915–2002)



 


III. Third Generation Folklorists: 1950–1970




	Américo Paredes (1915–1999)

	John Donald Robb (1892–1989)

	Luis Leal (1907–2009)

	Harriet Goldberg (1926–2001)

	Archie Green (1917–2010)

	John O. West (1925–2010)

	Shirley Lease Arora (1930–)

	Chris Strachwitz (1931–)



 


IV. Fourth Generation Folklorists: 1970–Present




	John H. McDowell (1946–)

	José E. Limón (1944–)

	Norma E. Cantú (1947–)

	Olga Nájera-Ramírez (1955–)

	Olivia Cadaval (1943–)

	Charles Briggs (1953–)

	Dan William Dickey (1953–)

	Enrique Lamadrid (1948–)

	James Nicolopulos (1945–2010)

	Tey Diana Rebolledo (1937–)

	Antonio N. Zavaleta (1947–)



Folklore is a scholarly discipline that is very enjoyable to study and learn. Readers will undoubtedly find this collection of entries on the folklore of Latinos in the United States written by outstanding scholars in the field a rewarding and gratifying experience.
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Introduction

Celebrating Latino Folklore is the first scholarly collection of Latino folklore published on such a large scale. Its primary focus is on the oral traditions, customs, material culture, architecture, and other aspects of the cultural production of the Latino population in the United States, which has significantly increased in number and importance since 1970. The U.S. Census Bureau provides relevant statistics regarding the growth of the Latino population in the last four decades and the projected numbers highlighting their continued growth (U.S. Census Bureau). The Hispanic/Latino population has grown from 9.6 million in 1970 to 48.4 million in 2009 (U.S. Census Bureau Statistical Abstract of the United States, 2011).

Definitions and History

The word “Latino” encompasses people whose ancestors are from the various Latin American countries, including Mexico, but who were born, raised, or now reside in the United States. The word “Chicano,” which is also frequently used in the encyclopedia, encompasses people of Mexican descent who were born, raised, or now live in the United States and who generally self-identify as Chicanos; they may also have a heightened political consciousness regarding their history and status in the United States. The word “Mexican” refers to a citizen of Mexico and the term “Mexican American” identifies people born or raised in the United States who are of Mexican descent. The term “Hispano” generally designates a person of Hispanic or Mexican descent from New Mexico. Both “Hispanic” and “Latino” are umbrella terms encompassing people of Latin American or Mexican descent who were born, raised, or now reside in the United States. It should be pointed out that the media and government entities use the words “Hispanic” or “Latino” when speaking about this particular population. Hispanics or Latinos, on the other hand, prefer to be called by their country of origin, such as Puerto Ricans, Cuban Americans, and so forth. The term “Latin American” is also an umbrella term that refers to people who were born and raised in a Latin American country and still make their home there. Once they come to live in the United States, they are referred to as “Latinos.” People from Spain are referred to as “Spaniards” or “Spanish”; however, once they migrate to the United States, they are generally considered either “Latinos” or “Hispanics.” Some people who have migrated from Spain, either in past centuries or in the present, may choose the designation they desire, that is to be called Hispanic or Latino. Due to the fact that people from Spain have Spanish surnames, they tend to find it more difficult to assimilate completely into an Anglo-American identity unless they change their names to a more Anglo-sounding version. Some celebrities of Mexican American/Latino descent who found it easier to gain acceptance with a name change include Vickie Carr (Vickie Cardenas), Ritchie Valens (Richard Valenzuela), Raquel Welch (Raquel Tejada), and Rita Hayworth (Margarita Cansino).

Some Latinos, mostly Mexican Americans, trace their ancestry to the sixteenth and seventeenth centuries and the settlement of the Southwest, such as many Hispanos from New Mexico. Other Latinos, such as Puerto Ricans, became part of the United States after the Spanish American War in 1898 and are U.S. citizens.

At different points in time, particularly during the twentieth century, Latin Americans migrated to the United States for various reasons, e.g., to escape economic hardship or political turmoil, to join their families, or to take advantage of educational opportunities. Cuban Americans came in large immigrant waves during the 1960s and 1970s due to political unrest caused by the Cuban Revolution (1953–1959). Central and South Americans also entered the United States in large numbers in the 1970s and 1980s because of political instability in their countries during these decades. Mexicans came to what is now the United States as explorers, colonizers, and settlers during the Spanish Colonial Period (1527–1821); as Mexican citizens during the Mexican Period of the Southwest (1821–1848); and as immigrants after the United States–Mexico War of 1846–1848, which brought territory encompassing all or part of the present-day states of California, Texas, Arizona, New Mexico, Colorado, Nevada, and Utah into the United States. In the late nineteenth century, Mexican immigrants worked as cowboys on the cattle drives that brought Texas longhorn cattle from the Rio Grande to Chicago slaughterhouses. In the 1860–1910 period, Mexicans were heavily recruited to come to the United States to build railroads and to work in the expanding agricultural fields. The states of the American Southwest relied heavily on Mexican labor for their expansion. In the nineteenth and twentieth centuries, Mexican workers built the infrastructure needed for the opening and settlement of the Southwest, such as roads, highways, canals, and irrigation projects. Mexican agricultural workers helped the Southwest become a rich fruit- and vegetable-producing area. And of course the folklore of these Mexican immigrants migrated with them and established itself as part of the rich folklore heritage of the United States.

Because the Chinese Exclusion Act of 1882 and the Gentlemen’s Agreement Act of 1907 limited Chinese and Japanese immigration, respectively, Mexican labor tended to fill the void left by excluded Asian workers. Mexican immigration to the United States also greatly increased at the beginning of the twentieth century as a result of the political unrest emanating from the Mexican Revolution of 1910–1917. This political strife, when coupled with the start of World War I in 1914 and the American entry into that European war in 1917, further stimulated the flow of Mexican migrants into the United States. World War I increased the need for workers in different areas of the U.S. economy, and Mexican labor filled that need. Between 1910 and the 1930s, Mexican American neighborhoods, known later as barrios or “Little Mexicos,” were established in such metropolitan areas as San Antonio, Tucson, Phoenix, Los Angeles, Chicago, and San Francisco, as well as in some smaller towns and cities.

The Great Depression in the 1930s witnessed massive deportations and repatriations of Mexican nationals and American citizens of Mexican descent. However, World War II (1939–1945) initiated a new recruitment era for Mexican labor through what is popularly known as the Bracero Program (1942–1964), which was an accord between the U.S. and Mexican governments to import Mexican labor into the United States. This international agreement of the 1940s grew out of the deportations of the 1930s, when those deported were usually deposited at the Mexican border to fend for themselves. In the 1940s, Mexico was still recuperating from the tumultuous politics of the Mexican Revolution and the difficult economics of the Great Depression. When the United States began to request Mexican labor to work on the railroads and in agriculture and other industries, the Mexican government was leery of sending back its citizens, fearful that another economic downturn would see the resumption of deportations. The accord popularly known as the Bracero Program was signed in 1942. The word “bracero” comes from “brazos,” meaning arms, that is, working arms. This accord stipulated certain rights for the imported braceros, such as the provisions of adequate housing, wages, and transportation. Thereafter, recruiting centers were established throughout Mexico to sign up men to work in the United States. The Bracero Program lasted until 1964 because it provided employers with a ready-made labor force that they could draw upon when needed. Millions of braceros migrated to the United States and stayed on either as legal or undocumented residents. The Bracero Program is one reason why the presence of Mexican immigrants (and folklore) increased in the twentieth century. The working braceros brought their folklore with them from all parts of Mexico; all the regions of Mexico have rich and varied cultural and folklore heritages, which are now all very much evident in the United States.

The ending of the Bracero Program did not stop Mexican immigration into the United States; instead, the years since 1964 have seen an increase in the number of both documented and undocumented workers streaming into the United States from Mexico. This migratory movement has continued up until the present, although the recession, high unemployment, and stricter immigration laws and enforcements have seen a slight decrease in Mexican and other Latin American immigration to the United States since about 2008.

Cuban Americans have settled to a high degree in the southern states, especially Florida. But this Latin American population also has significant communities in New Jersey, New York, Chicago, Los Angeles, and other parts of the United States. Central Americans, such as Nicaraguans and El Salvadorans have settled in California, especially in Los Angeles and San Francisco. Like other Latin American immigrants, Central Americans can also be found all over the United States. For example, a large Salvadoran community lives in Washington, D.C.

Latino folklore is characterized by its mestizaje or the mixing of the various cultural strands that characterize all Latin American populations. These cultural strands include folklore from the various Indigenous groups in Latin America as well as from native American peoples in the United States; Africans from various parts of Africa; Asians; and Europeans, particularly, but not exclusively, from Spain and Portugal.

Of course by virtue of living in the United States, Anglo-American folklore and customs have also been acquired and incorporated into Latino folklore. This can be seen in folk speech with language mixing or code-switching, in holidays and the manner these are celebrated, such as Christmas, Thanksgiving, the Fourth of July, Valentine’s Day (Día de la Amistad or Día de los Enamorados), Halloween, Mother’s Day, Father’s Day, and so forth. Cultural and folklore mestizaje is a way of life for many people and Latinos are no different.

Definition of Folklore

The term “folklore” was first coined by William John Thoms in 1846 and basically encompassed the two words “folk,” the German term for “people,” and “lore,” defined by the American Heritage College Dictionary (1993) as “accumulated facts, traditions, beliefs about a particular subject.” Attempting to pinpoint an exact definition for the encompassing term “folklore” is a difficult endeavor. The Funk and Wagnall’s Standard Dictionary of Folklore Mythology and Legend (1949–1950) cites no less than twenty-one definitions by highly respected scholars from the twentieth century, such as William R. Bascom, Aurelio M. Espinosa, George M. Foster, Stith Thompson, and Katharine Luomala. Furthermore, the definitions of “folklore” offered by these eminent folklore scholars are based mostly on enumerating the various genres encompassed by folklore. For example, Bascom states the following:

 

In anthropological usage, the term folklore has come to mean myths, legends, folktales, proverbs, riddles, verse, and a variety of other forms of artistic expression whose medium is the spoken word. Thus folklore can be defined as verbal art. (398)

 

Other folklorists similarly enumerate categories of folklore genres in their definition. Most include the words “oral traditions” within their definitions.

The most useful and all-encompassing definition for the term “folklore” that I have found is one rendered by Alan Dundes in his article “What Is Folklore?” published in 1965:

 

Folklore includes myths, legends, folktales, jokes, proverbs, riddles, chants, charms, blessings, curses, oaths, insults, retorts, taunts, teases, toasts, tongue-twisters, and greetings and leave-taking formulas (e.g., See you later, alligator). It also includes folk costume, folk dance, folk drama (and mime), folk art, folk belief (or superstition), folk medicine, folk instrumental music (e.g., fiddle tunes), folksongs (e.g., lullabies, ballads), folk speech (e.g., slang), folk similes (e.g., as blind as a bat), folk metaphors (e.g., to paint the town red), and names (e.g., nicknames and place names). Folk poetry ranges from oral epics to autograph-book verse, epitaphs, latrinalia (writing on the walls of public bathrooms), limericks, ball bouncing rhymes, jump-rope rhymes, finger and toe rhymes, dandling rhymes (to bounce children on the knee), counting-out rhymes (to determine who will be “it” in games), and nursery rhymes. The list of folklore forms also contains games; gestures; symbols; prayers (e.g., graces); practical jokes; folk etymologies; food recipes; quilt and embroidery designs; house, barn, and fence types; street vendor’s cries; and even the traditional conventional sounds used to summon animals or to give them commands. There are such minor forms as mnemonic devices (e.g., the name Roy G. Biv to remember the colors of the spectrum in order), envelope sealers (e.g., SWAK—Sealed With A Kiss), and the traditional comments made after body emissions (e.g., burps or sneezes). There are such major forms as festivals and special day (or holiday) customs (e.g., Christmas, Halloween, and birthday). (p. 3)

 

While folklore also has been defined succinctly as being an artistic communication between two people, the above definition by citing the various genres and items included in folklore provides the reader with concrete examples of what folklore is in everyday terms.

There is sometimes confusion between the terms “folklore” and “popular culture.” Folklore is related to oral traditions whereas popular culture is that found in the mass media, in contemporary fashion, films, comic books, television, newspapers, magazines, and so forth. Of course, it should be pointed out that folklore genres and motifs can and do appear in the mass media. The confusion in Latin America between the terms “folklore” and “popular culture” is also derived from the fact that folklore is synonymous with “tradiciones populares” (popular traditions), although the word “folklore” itself exists in Spanish and may be found with a variety of spellings, mainly, folklore, folclore, and foclor.

Brief History of Chicano/Latino Folklore Scholarship

The history of Hispanic/Latino/Chicano folklore scholarship as a lived and practiced tradition in the United States is as old as the populations inhabiting what is now U.S. territory. These populations include Native Americans, Hispanics, Mexican Americans, Afro-Latinos, Asian Latinos, and so forth; these populations practiced their everyday customs, which of course include all the categories of folklore, before Anglo Europeans landed on the eastern shores of America. The Colonial Period (1527–1821) in the American South and Southwest witnessed the settlement of Hispanics together with their Indian and African servants and way of life. The Spanish language; European Mediterranean architecture; Spanish and Mesoamerican traditional foods; Catholic customs; and Native American and Spanish forms of art, food, dress, dance, and so forth became part of the Southwestern landscape. The Mexican Period (1821–1848) was fairly short-lived. Nevertheless, Mexican immigration actually increased with the heavy need for Mexican labor and recruitment of this labor. By 1848, when Anglo-American colonization and settlement of the Southwest began in full force, Hispanic/Mexican traditions were deeply entrenched and periodically renewed with each successive wave of Mexican and Latin American immigration.

Mexican American folklore scholarship dates back to 1893 with the publication of John G. Bourke’s article, “The Miracle Play of the Rio Grande,” in volume six of the newly founded Journal of American Folklore (JAF). Bourke continued publishing on various aspects of Mexican American folklore. His essays, “Popular Medicine, Customs, and Superstitions of the Rio Grande” (JAF, vol. 6), “The Folk Foods of the Rio Grande Valley and of Northern Mexico” (JAF, vol. 8), and “Notes on the Language and Folk Usage of the Rio Grande Valley” (JAF, vol. 9) all focused on the oral traditions of the Mexican American population living on the southeastern tip of Texas by the United States–Mexican border.

As the Southwest opened up to Anglo-American settlement, writers from the east coast began to write about the customs and traditions of the Mexican American people they encountered. To easterners, Mexican Americans were an exotic people and, unfortunately, many early writings were steeped in negative stereotypes or focused on the more “exotic” or “quaint” mode of living practiced by the Mexican American population. Thus the works of Charles F. Lummis, who began writing in the late 1890s and early twentieth century, are not viewed kindly by contemporary Chicano/a scholars. Nevertheless, Lummis was one of the early Anglo-American authors interested in the folklore of Mexican Americans. He wrote numerous articles in the popular magazine The Land of Sunshine (1896). His book, The Land of Poco Tiempo (1952) focused on the New Mexican penitentes, a Catholic religious group. Lummis also collected numerous folk songs from California and published them under the title Spanish Songs from California (1923).

John G. Bourke and Charles F. Lummis belong to what I have designated as the First Generation of folklore scholars focusing on Mexican American folklore. The first folklore scholar of Hispanic descent belonging to this First Generation, Aurelio Macedonio Espinosa (1880-1958), was born in Colorado, but did much of his work on New Mexican folklore. Espinosa received his Ph.D. from the University of Chicago in 1909 and began teaching as a professor in the Spanish Department at Stanford University in 1910 and was there until 1947. Espinosa’s work focused principally on New Mexican folk traditions, such as Spanish ballads, folk tales, and philology. His books include Estudios sobre el español de Nuevo Méjico (1934; 2 vols.), Cuentos populares españoles (1946–1947; 3 vols.), and Romancero de Nuevo México (1953).

Several folklorists belonging to the first generation of scholars published numerous works on different folklore genres. These scholars include Texas folklorist John A. Lomax, who collected Mexican American cowboy songs, and Eleanor Hague, who was also interested in the folk-song genre. In 1919, Mary Austin published an article on folk poetry entitled “New Mexican Folk Poetry,” and later focused on folk drama.

The second generation folklorists writing on Mexican American folklore date from about 1930–1950. This group broke from first generation scholars with respect to the origins of the folklore of Spanish-speaking populations of the United States. With this second group, there is a shift from viewing folklore as being derived from Spain (Hispanists) to perceiving folklore as having definite Mexican roots (Mexicanists). The main figure positing this new theoretical paradigm of origins was Arthur León Campa (1905–1978), who, like Espinosa, did his major work on New Mexican folklore. His works covered various genres: folk theater; folk poetry, especially the decima; and folk songs. One of his major contributions is his book Spanish Folk-Poetry in New Mexico (1946). His other important works include Treasure of the Sangre de Cristos: Tales and Traditions of the Spanish Southwest (1963). Campa also contributed greatly to the study of folk theater with his publications and collections of this folk genre. His publications in this area include Religious Spanish Folk-Drama in New Mexico (1931) and The Spanish Religious Folktheater in the Southwest (First Cycle) and (Second Cycle) (both 1934).

Other folklorists from the second generation period include Frank J. Dobie, Mody C. Boatright, Ralph Steele Boggs, George Carpenter Barker, and Mary R. Van Stone, among others. Hispanic folklorists from this era include three prominent women: Fabiola Cabeza de Baca Gilbert (1894–1991), Cleofas Jaramillo (1878–1956), and Aurora Lucero-White Lea (1894–1965). Cabeza de Baca Gilbert’s most famous work is We Fed Them Cactus (1954), Jaramillo’s is Shadows of the Past (1941), and Lucero-White Lea’s is Literary Folklore from the Hispanic Southwest (1953). These three women folklorists were all from New Mexico, a region rich in folklore tradition. They all sought to record a Hispanic past that was fast disappearing under the onslaught of new Anglo-American settlers who were coming from the east coast and rapidly replacing the old Hispanos in New Mexico in terms of political and economic power.

The third generation of folklorists focusing on Mexican American folklore and whose major work falls within the decades of 1950–1970 encompasses the imposing scholarly figure of Américo Paredes (1915–1999). Paredes is rightly considered the “Father of Chicano Studies” and he certainly deserves the title given the ground-breaking work he did in Chicano folklore and cultural studies. His most well-known work is “With His Pistol in His Hand”: A Ballad and Its Hero (1958), a book-length study that centers its lens on the corrido or ballad of Gregorio Cortez, a folk hero from Texas. Paredes was not only a brilliant scholar but a very productive one as well. He published books and a great number of seminal articles on different aspects of folklore, including the folk song, mainly the corrido, but also the décima, folk tales, folk speech, and jokes. Ramón Saldívar recently published a magnificent book-length study on Paredes titled The Borderlands of Culture: Américo Paredes and the Transnational Imaginary (2006).

Paredes’s work departed from previous generations of scholars in that he not only collected folklore items but provided theoretical paradigms by which to analyze Mexican American folklore and the political underpinnings and meaning of this folklore. His theory of “culture conflict and culture clash” as the prime driving force in Chicano cultural production is still valid today. Furthermore, Paredes also introduced the concepts of class and race in the analysis and hermeneutics of Chicano folklore.

Other scholarly figures from this generation include Merle Simmons, Stanley Robe, and Vicente T. Mendoza. I date the Fourth Generation of folklorists as those publishing major works between 1970 and 2010. I include contemporary scholars in this group because most of them are still publishing today. Many of these folklore scholars from this generation, particularly Mexican American ones, have been influenced by the works of Américo Paredes. These folklorists include José Reyna, John H. McDowell, José E. Limón, Manuel Peña, Enrique Lamadrid, Norma E. Cantú, Richard Flores, Olga Nájera-Ramírez, Francis Aparicio, Yolanda Broyles González, Antonio Noé Zavaleta, and Peter García, among others. I include myself among this Fourth Generation of scholars who have been greatly influenced by the scholarship of Paredes.

Presently, a new generation of folklore scholars, the fifth generation, is centering their attention on Mexican American and Latino folklore. This new group of folklorists includes Rene Domino, Julián Carrillo, Eric César Morales, Nadia De León, Carleen Sánchez, Tamara Valdez, Diana Noreen Rivera, and many of the assistant professors and graduate students who wrote entries for Celebrating Latino Folklore. I am delighted to see a renewed interest in the study of folklore and a new crop of folklorists focusing their interest on Latino folklore. It is marvelous to see that the future study of Latino folklore is in excellent hands. I sincerely hope that future generations of folklorists find this three-volume encyclopedia a useful scholarly resource for their research.
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A
ADIVINANZAS (RIDDLES)

Adivinanzas, or riddles, form part of the oral tradition of people throughout Latin America, the United States, and other parts of the world. Various scholars have offered definitions for this folklore genre including Archer Taylor, who undertook extensive work on this area of expressive culture and perceived its basic structure to consist of comparisons to an object. He went on to state that “[t]he wit of such comparisons is found in the disclosure of an answer that fits the comparison quite as well as the object that has been suggested” (1952, 170). Other important definitions include one articulated by Elli Kongas-Maranda, who suggested that “the riddle is a structural unit, which necessarily consists of two parts: the riddle image and the riddle answer (quoted in McDowell 1979, 20). The riddle image may be posited by the person proposing it, often in terms of a question, but also in terms of a general definition. At least two persons are required to play the game of riddling, although since the object of riddling or of saying adivinanzas is to entertain, posing adivinanzas to a group is perhaps even more enjoyable. The person asking the adivinanza challenges an individual or a group to decipher the enigma being asked within the structure of the question or the statement enunciated. For example, one adivinanza states: “Es, cuando no es; y no es, cuando es. ¿Qué es?” The answer is “la nuez.” The answer actually is inscribed within the enigma posed (no es=nuez). Another popular adivinanza of this type that encodes the answer within its structure is:
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Cover of El Pequeño Adivinadorcito no. 5, a chapbook of adivinanzas (riddles) published between 1890 and 1913 by Antonio Vanegas Arroyo, with engravings by José Guadalupe Posada. (Library of Congress)

 

Agua pasa por mi casa

Cate de mi corazón

Si no me adivinas ésta

Eres burro cabezón!

 

Water passes by my house

My dear Cate

If you cannot answer this riddle

You are a dumb donkey!

 

(answer: aguacate, that is, the avocado)

 

In the above case, the adivinanza is structured as a four-line strophe with a rhyme scheme of abcb—the second line rhyming with the fourth one. Furthermore, the strophe is octosyllabic, that is, consisting of eight syllables. This structure is commonly seen in adivinanzas. The answer is inscribed within the four-line strophe with the first word of the riddle “agua” and the word “Cate” at the beginning of the second line.

Another example of an adivinanza structured in verse form is the following:

 

Tito, Tito

Capotito

Sube al cielo

Y tira un grito

 

Tito, Tito (name of a person)

With your little cape

Climb to the sky

And let out a yell.

 

The adivinanza may end with the question: ¿Qué es? (What is it?)

 

(answer: el cohete, that is, the fire cracker)

 

The fun is in both playing with language since it is composed of rhyming syllables and in the challenge given to the audience to decipher the riddle. The enjoyment for the audience consists in either rising to the challenge and guessing the answer correctly, or in possibly being stumped and not figuring out the answer. Furthermore, feeling foolish at how easy it is to decipher the answer once it is given brings out laughter in the audience. The audience usually laughs at the ingenuity of the speaker posing the adivinanza; they enjoy the play with language and finally hearing the answer that was there for all to see, but was invisible to them at the time.

A second example of a four-line adivinanza with an abcb rhyme scheme is the following:

 

Vence al tigre y al león

Vence al toro embravecido

Vence a señores y reyes

Y a todos deja vencidos.

 

It vanquishes the tiger and the lion

It vanquishes the enraged bull

It vanquishes distinguished men and kings

And is victorious over everyone.

 

¿Qué es? (What is it?)

(answer: “sleep,” since everyone succumbs to sleep)

 

Archer Taylor approved of classifying riddles according to what the objects were being compared with. Taylor proceeds to offer examples, stating that there are riddles that structure the comparison of “living creatures not identifiable as an animal or a man, to an animal; to a man; to a plant; to a thing” (1952, 170). Animals, as seen in the above riddle, are used to structure the comparison with sleep.

Another example that compares animals to an inanimate object is the following:

 

Chiquito chiquito como un ratón

Pero cuido más mi casa que un león.

 

Tiny, tiny as a mouse

But I guard my house better than a lion.

 

(answer: el candado, that is, the lock)

 

Non-scholars who collect adivinanzas tend to categorize them and organize them by subject matter, for example family, geography, food, vegetables, fruits, clothing, flora and fauna, astronomy, animals, nature, kitchen utensils, furniture, and so forth. Anything in the universe and in the world can be used to structure adivinanzas.

While adivinanzas are playful and delight children as well as adults with their ingenuity, wit, playfulness with words, language dexterity, and imagination, educators often see this rich repertoire of expressive folklore useful in the development of children’s language skills and other forms of cognitive development. John McDowell, author of the superb study Children’s Riddling (1979), certainly views adivinanzas as offering children more than light entertainment, while that is also important, of course. He states: “Riddles in the modern, industrial society serve as models of synthetic and analytic thinking. They encourage children to discover the archetypical set of commonalities binding diverse experiential realities into a single, coherent world view, and at the same time, they require children to confront the tentative status of conceptual systems, thereby fostering a flexibility of cognition evidently of some utility in a great many cultural settings” (1979, 20).

Adivinanzas are one of the most popular folklore genres of oral tradition in Latin American countries and with Latinos/as in the United States. They continue to be composed, and most people are able to tell you a few adivinanzas, which they have in their own personal repertoire. The adivinanza is a playful genre that brings a smile to people’s faces whenever one discusses the topic. The Internet evidences numerous sites attesting to the popularity of this folklore genre. A few of these include “Welcome to adivinanzas.com,” http://www.adivinanzas.com/, and “Abc de adivinanzas,” http://www.dichos.galeon.com/adivinanza.htm.

María Herrera-Sobek

See also: Dichos (Proverbs)
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ADOBE

The word “adobe” is derived from the Arabic al tob, literally sun-dried brick, which became adobar in Spain, meaning to plaster or to daub, and finally, adobe in Spanish-colonial America with the current meaning. Adobe works best as a building material in arid climates because rain and moisture cause rapid deterioration of the soil compound.

Traditionally, adobe bricks are made from a mixture of clay, sand, and straw that is pressed into a wooden frame and allowed to dry and bake in the hot sun. A similar mixture of earth is used as a mortar when building walls, and the exterior and interior of a building are coated with adobe to create a smooth finish. Adobe buildings generally have flat roofs that are slanted only enough to allow water to run off. Though this type of building is not exclusive to the Southwestern United States and Mexico, it is most popular in these regions for the use of contemporary buildings and has been in use as a building material for over a thousand years.

Spanish colonizers who came to the United States saw Pueblo Indians build structures by placing one layer of adobe on a wall and allowing it to dry before adding another layer, so that walls were built with successive layers of adobe. This layering process is called “puddle” adobe. Bricks were also sometimes formed by hand and called “turtle-back” adobe because the bricks were rounded on one side. Colonizers had seen this type of building in Spain and introduced the use of wooden frames to shape uniform bricks, a process that the Indians quickly adopted. When properly maintained by periodic replastering of the walls, adobe buildings can last centuries. For example, the Taos Pueblo in New Mexico includes adobe buildings that have been continuously occupied for over 900 years. These buildings are multistory, and look somewhat like stacked blocks.
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St. Augustine Church, built in 1612, at the Isleta Pueblo in New Mexico. (iStockPhoto.com)

Spanish-colonial adobe buildings were of a different style. Mission churches and houses were frequently built with adobe because it was the most readily available building material. Because adobe walls are exceptionally thick (often two to four feet), recesses and alcoves could be built into the walls, and church bells could be set within a high wall instead of a bell tower. Spanish homes in America were generally one story and built as a hacienda for defensive purposes. The rooms of a hacienda were built around a central courtyard, or placita. All doors and windows opened to the interior courtyard and a single set of heavy doors provided the only external access to the courtyard. Haciendas were generally owned by wealthy settlers such as merchants and ranchers, who could afford to build large homes, but less affluent people also built their houses together in the shape of a hacienda. Even when built separate from a hacienda, builders of adobe homes attached rooms end to end to form a straight line, an L shape, or a U shape. Both Indian and Spanish buildings feature a dome-shaped fireplace that is located in the corner of a room. Bancos, or benches, are also often built from adobe along one or more walls and covered with blankets or cushions. Similar buildings that can be found in the Southwest are jacals, which are also made of a mud compound spread across wooden poles, but these structures are less permanent and not considered adobe because they do not use the sun-dried bricks.

The influx of Anglo-Americans in the nineteenth century brought an influx of new materials and styles for adobe buildings and caused the development of what is now termed “territorial-style” adobe buildings. The popularity of Greek Revival architecture in the Eastern United States and the greater availability of timber from the north brought by the railroads caused the introduction of porches that ran along the front of an adobe building and were supported by whitewashed wooden posts. The decrease in Indian raids and the increased availability of glass also made large external windows more practical. These windows were usually made of small panes of glass in a lattice-type frame. Anglos also introduced the floor plan of a single hall with rooms on each side, rather then the L- or U-shaped row of rooms.

Ironically, beginning in the early twentieth century, Anglos in the Southwest began to be concerned with preservation of adobe buildings and conservation of pre-territorial style structures. This period started the “Pueblo-revival” style. Individuals took an interest in preserving old churches and homes, and institutions such as the University of New Mexico began building structures in the Spanish and Pueblo styles. John Gaw Meem, who designed numerous buildings for the New Mexico government in the 1920s and 1930s, is one of the most famous architects who popularized the Pueblo-revival style. However, “[r]estoring old buildings and accommodating the regional style to modern technology (electricity, water pipes, etc.) was an expensive matter which few Spanish Americans could afford. So-called Spanish residences were typically restored, built, and owned by affluent Anglos” (López 1974, 91). Hispanos did continue to build traditional adobe homes in New Mexico throughout the twentieth century, particularly in rural areas, and while the commercial construction of adobe buildings is a thriving industry in New Mexico today, some families and individuals still build adobe structures by hand using the traditional wood-frame method. The fact that adobe homes are environmentally friendly and conserve energy because of their thick, insulated walls, has recently increased their popularity, and commercially produced adobe usually contains an added compound that stabilizes the bricks and makes them more resistant to water.

Adobe homes and buildings are important settings in many folk stories and traditions. The thick, earthen walls provide a quiet internal space that is said to be incomparable, and the regular maintenance required provides a sense of continuity and connection with the natural environment and the community that works as a group to maintain the structures. Historically, women have played a vital role in constructing and maintaining adobe structures in both Indian and Hispano traditions where it was the women’s role to replaster the adobe walls at regular intervals. Many domestic folk tales of the Southwest, such as those involving duendes, or house gnomes, feature adobe homes, and adobe buildings are a vital part of much contemporary Chicano and Latino literature.

Erin Murrah-Mandril

See also: Casitas; Duendes; Mission Art and Architecture
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AFRICAN INFLUENCE ON LATINO FOLKLORE

Latino folklore in Latin and North America and the Caribbean has been influenced heavily by African elements since the sixteenth century; these elements have been passed down for generations and from one country to the other. The African legacy is considered one of the main roots for the development of the Latino community, and the evidence of its influence can be seen throughout Latin America’s history, ethnicity, folklore, culture, and everyday life. The ways it is exposed vary from country to country, but the essence of African heritage still exists in the music, festivals and celebrations, folk beliefs, and food, to mention a few, that distinguish Latino folklore.

Origin

Starting in the sixteenth century and for more than 200 years, millions of African slaves were brought by Europeans to North and Latin America and the Caribbean to work on fields and to take the place of declining Indigenous communities. This represented a lucrative business for Europeans and the beginning of a new life for Africans who brought customs and traditions with them. Africans were forced to settle in the new lands and, due to the great number of slaves and their contact with European and Indigenous cultures, became one of the greatest influences on most aspects of future Latin American countries. Even though many of them were assimilated to European culture and customs, a great number of African traditions were preserved and are still considered an essential part of Latino identity and folklore.

Folk Music

With the arrival and settlement of African slaves, many of their musical traditions, rhythms, dances, and instruments were adapted to the European and Indigenous music already present in the new continent. African music spread throughout Latin American regions and became a significant part of the musical folklore of different societies. The greatest evidence of this influence can be seen mainly in countries of the Atlantic and Pacific coast of South America and also in the Caribbean, but other countries such as Peru, Bolivia, and Mexico, as well as the area of Central America, have also shown a great musical influence of the slaves’ settlements that became established in their regions.

The Caribbean

The Caribbean was the first stop for most ships that transported slaves directly from Africa before taking them to their final destination in different parts of North and Latin America. A great number of slaves were forced to work on Caribbean plantations and made those islands their new home. Until today, the music that developed in Cuba, Haiti, the Dominican Republic, and Puerto Rico shows a very strong African influence, mainly through instrumental improvisation, sensual movements, and festive rhythms, which makes it unique and popular in Latin America and around the world.

There are many varieties of Afro-Caribbean folkloric music. For example, in Cuba two of the most popular folkloric rhythms are the Lucumí or Regla de Ocha and the famous Cuban rumba, which depending on the style is called yambú, guaguancó, or columbia, and what connects them together are the ritual drums and songs of various African ethnic groups. The starting point of much of the folkloric music in Cuba and other countries in the Caribbean is religious beliefs brought from different parts of Africa, especially from the Congo region and the Yoruba tradition (Nigeria). Other types, such as the son cubano, combine Spanish and African rhythms with percussion instruments to create an original mixture of sounds and beats. The mambo, even though more recent, is also considered part of the Afro-Cuban folkloric tradition because it mixes the sensual movements and rhythms of African and Cuban music with European country dance. Its popularity, along with the popularity of the rumba, spread to the United States and became part of important dance competitions in cities such as New York, Miami, and San Francisco.

In Puerto Rico, the two main examples of Afro-Caribbean folkloric music are the bomba and plena; both have almost exclusive African rhythms. The bomba was used to celebrate baptisms, marriages, or rebellions while the plena tells stories or current events of the town mixed with the sounds of drums and other musical instruments of African heritage.

The African folkloric music in Haiti is related to the Vodou religion and is considered a spiritual music. The music, dances, and rhythms are part of the religious rituals where participants make a combination of beliefs in African spirits with images of Roman Catholicism. The African influence is also present in the language used in the songs and combines West and Central African languages with the Creole spoken in the country.

The neighboring country, the Dominican Republic, also shows the African element in folkloric music such as the baile de palos (dance of sticks), also called bambula or quiyombo, música de congos (music of Congos), cantos de hacha (chaints of axe), and música de Gagá (music of Gagá), where African tones and rhythms are combined during festivities or religious ceremonies. The famous merengue dance, created and developed in this country, also shows some elements of African rhythms along with other countries’ influences. It became very popular in the United States during the 1970s due to immigration movements from Quisqueya to New York and until today is still one of the most popular dances in ballroom competitions.

Mexico and Central America

There is a strong African influence in the folkloric music of Mexico and Central America, mainly in the regions of the Caribbean coast. Although Central American countries keep the influence of Mayan culture as well as Spanish conquerors, it is because of the countries’ proximity to the most important slave settlements such as Cuba, Haiti, and Jamaica that Afro-Caribbean music such as reggae, calypso, rumba, and other types of religious dances became an important part of the folkloric music of the region.

Mexico’s folk music encompasses a great variety of influences, from the Indigenous and European communities, specifically the Spanish, to those of the African slaves and Afro-Caribbean groups that settled in different parts of the country. The Cuban rumba, for example, was popular among black Mexican slaves in Veracruz and Yucatán. Also, the Cuban son became very popular and was adapted to the Mexican style to create the son jarocho in Veracruz, where the famous folk song “La Bamba” was created and where the term “Bamba” is believed to be the name of an African tribe in Angola. Another kind of son, called son huasteca, was developed in the Sierra Huasteca, in the Mexican Gulf. Other Mexican folkloric dances called negritos are also part of the African tradition and are performed in the Sierra of Oaxaca, Costa Chica, Michoacán, and Puebla. Even though these dances also have Indigenous elements, the style and movements, specifically those of the Snake Dance, are related to the ones practiced by the slave community in Cuba and Haiti, all of which originated in the Congo regions of West Africa.

In Costa Rica, African influences appear in the constant use of special and difficult percussion rhythms. In El Salvador, it is more noticeable in festivals and celebrations, with the adaptation of their own style of Afro-Caribbean dances such as the merengue from the Dominican Republic, the cumbia from Colombia, and the Cuban rumba. In Guatemala, as well as in some other countries of Central America such as Honduras, Belize, and Nicaragua, the musical influence from West African immigrants is related to that of the Garifuna community of Afro-Caribbean descent. Their most popular dance, punta, is related to an ancient West African fertility dance.

Panama also shows a strong influence of African rhythms in its folkloric music because of the influence of the Afro-Caribbean diaspora that brought immigrants mainly from Jamaica, Trinidad, and Martinique. There, people adapted the music of the surrounding countries, such as the calypso, the merengue, the salsa, the reggae, and the cumbia, to develop their own genres of African heritage, such as the congo.

South America

Today, as a result of slavery, African-descendant communities are concentrated in the Atlantic coast and some of the Pacific coast, such as Ecuador and part of Colombia. Nevertheless, this does not mean that countries such as Bolivia, Argentina, or Uruguay did not have any contact with African communities and their culture.

[image: Image]

A member of the Afro Brazilian dance group called Mandingueiros Dospalmares performs capoeira—a combination of dance and self-defense—during a rally in support of immigrant students in Boston. (AP/Wide World Photos)

In Argentina, even though the majority of the population shows an evident European heritage, the slave community that was brought to the country in the mid-1800s had a very strong influence. The word “tango,” which is the name of the national dance of Argentina, is believed to be of African origin and was used to identify the place where slaves congregated to dance. In Uruguay and also some northern regions of Argentina, influences of African elements in folk music can be seen in the popular candombe. The candombe rhythm, instruments, and dances (also called tangos) are of Bantu heritage and are still performed in festivals and cultural events.

In Brazil, African influence is stronger than in many other nations of South America, mainly in music like capoeira and samba. In capoeira, Brazilians combine African rhythms, dances, beliefs, games, and martial arts to produce one of the most popular and unique practices of the country. Capoeira was created in an African slave community called Palmares, where it was initially used by slaves to make the Portuguese and Dutch believe that they were practicing harmless dances and rituals, instead of martial arts that would be used to get their freedom. Later it became the symbol of freedom for slaves and was spread through the main slaves’ settlements throughout the country. In capoeira, the music is the main element; it controls the speed and rhythm of movements. Even though capoeira groups struggled for many years against the Brazilian government, today, the music is a symbol of Brazilian identity and folklore.

The Brazilian samba (umbigada or folk samba) was first developed in Rio de Janeiro. The dancing and singing combine styles similar to those from the
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ARORA, SHIRLEY LEASE (1930–)







	“Más fácil dicho que hecho” (“Easier said than done”)

	“Lo que fácil viene fácil se va” (“Easy come, easy go”)

	“La mujer casada, descalza, en casa y embarazada” (A married woman [should be kept] barefoot, at home, and pregnant), which combines excerpts from both the Spanish “La mujer casada, la pierna quebrada y en casa” (“A married woman [should have] a broken leg and [remain] at home”) and the English “A wife should be kept barefoot and pregnant.”
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