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J'ouvert in Brooklyn 

Carnival: Revitalizing 

Steel Pan and Ole Mas 

Traditions1 

RAY ALLEN 

The rumble of distant drums rolls across Prospect Park, breaking the 

pre-dawn tranquility that envelopes central Brooklyn on Labor Day morn- 

ing. My watch says 4 a.m.-theJ'Ouvert celebration must be underway. Qui- 
etly slipping out of my apartment into the cool of the night, I note the 

irony of being late for Carnival, an event that by nature defies time. Still, 
I quicken my pace, cutting across the park, drawn towards the percussive 
din and faint strains of steel pan. Emerging near the zoo entrance on Flat- 
bush Avenue, I come face to face with a group of devils. Cheap plastic 
horns adorn heads smeared in red paint and faces powdered with white tal- 
cum. The ghoulish revelers have surrounded the Pantonics steel orchestra, 
a band of fifty steel pan players and percussionists mounted on two-story 
moveable racks. The devils, along with hundreds of less elaborately clad 

partygoers, are 'jumping up" and "wining down" to the Pantonic's ren- 
dition of the popular calypso "In My House." The band and dancers 

pulse as one, inching down the road toward Empire Boulevard, then 

bumping up against the Adlib Steelband and merging into a mile-long sea 
of humanity. The scene turns surreal as I pass a huge bank of temporary 
lights that cut through the thick predawn mist, illuminating the fervent 
crowd and the scores of police who line the street and look on with 

great disinterest. 
For the next two hours I ease my way toward the front of the "parade," 

passing a dozen steel bands and thousands of merrymakers, some dressed 
as devils, ghosts, witches, African warriors and unruly slaves, others in old 

rags smeared with grease, mud, and paint. Many of the partygoers, dressed 
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in plain street clothes, simply line along the sides, sipping beers and 

sodas, enjoying the steelband music and ole mas costumes, and dodging 
overzealous devils who occasionally sling mud or paint into the crowd. As 
the nighttime slips into dawn, the J'Ouvert procession lurches down Nos- 
trand Avenue, past Gloria's Roti Shop and Alan's Caribbean Bakery, and 

finally begins to wind down. I catch my breath, and like thousands of other 

participants, wonder if I will have the energy to make it up to Eastern Park- 

way later that afternoon for the main Carnival event. 

****************** 

For more than a century J'Ouvert2 "break of day" processions have 
marked the opening of Carnival in Trinidad. Held in the predawn hours 
of Carnival Monday, J'Ouvert evolved from 19th century Canboulay fes- 

tivals-nighttime celebrations where ex-slaves gathered to masquerade, sing, 
and dance in commemoration of their emancipation.3 When the tradition 
was incorporated into Trinidad's pre-Lenten Carnival, J'Ouvert became an 
arena for African-derived percussion, witty satire singing, sardonic cos- 

tuming, and, more recently, lively steelband music (Hill 1972: 84-99; 

Stuempfle 1995: 203-204). In contrast to the bright, fancy pageantry of 

Monday and Tuesday afternoon Carnival, Jouvert's gruesome devils and 
mud-covered revelers personify what folklorist Stephen Stuempfle has 
called the "underworld dimension of Carnival...grim and sinister char- 

acters, dirty and coarse costumes, and aggressive verbal and physical 
action" (Stuempfle 1995: 204). Historically, J'Ouvert's demonic and satir- 
ical masquerading, coupled with dense percussion and steel pan music, 
manifest Carnival's deepest challenge to order and authority, and for 
Trinidadian novelist Earl Lovelace, the essence of the "Emancipation 
spirit" (Lovelace 1998: 54). 

In Brooklyn, home to the largest West Indian community outside the 
Caribbean and host to a Labor Day Carnival that draws close to two million 

participants each year, J'Ouvert is a relatively new phenomenon. Over the 

past decade Brooklyn'sJ'Ouvert has grown from small groups of Dimanche 
Gras (Fat Sunday) revelers to a massive predawn celebration attracting 
nearly 100,000 steelband and old mas enthusiasts. This inquiry will trace 
the emergence of Brooklyn'sJ'Ouvert festival in the larger context of New 
York Carnival, and consider the event's role in the revitalization of older 
Carnival traditions in Brooklyn's Trinidad-American community.4 
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TRINIDAD CARNIVAL IN HARLEM AND BROOKLYN 

Throughout the late 1920s and early 1930s indoor Carnival balls and 
dances were common in Harlem's small West Indian community, but it was 
not until the mid-1930s that two homesick Trinidadians, Rufus Gorin 

andJesse Wattle, began organizing outdoor Carnival parties. In 1947, Wat- 
tle managed to get an official permit to close Lenox Avenue for a 

Trinidad-style Carnival parade featuring fancy costumed mas (masquerade) 
bands. In deference to the New York climate, the celebration was held in 

early September, on the Monday of Labor Day weekend, rather than 

during the traditional mid-winter, pre-Lenten Carnival season (Hill 1994: 

48-9; Kasinitz 1992: 140-141). 
The early Harlem parade, was, by Trinidadian Carnival standards, rel- 

atively conventional. Throughout the 1950s, the New York Amsterdam News 
described the Harlem Carnival as an orderly procession of politicians, dig- 
nitaries, beauty queens, floats, and costumed dancers.5 Police barricades 

separated parade spectators from marchers, with the former often num- 

bering over 100,000.6 Panman Caldera Caraballo (1996) recalls that the 
event was "a restricted parade, not really a Carnival," as only invited 

guests, masquerade bands, and community organizations were allowed to 
march. Music was provided by conventional American-style marching 
bands and by Trinidadian brass (calypso) bands perched on floats and 
small trucks. Calypso singers like MacBeth the Great fronted the brass 
bands, projecting their voices with the aid of a microphone and a small 

public address system. 
Band leader Rudy King claims to have brought the first steelband to the 

Harlem Carnival, sometime in the mid-1950s (King 1995). The crowd on 
Lenox Avenue was, according to King, quite delighted, and began spon- 
taneously dancing around the orchestra as the panmen moved up the 
avenue. By the late 1950s, King's band was joined on Lenox Avenue by 
Lawrence "Pops" MaCarthy's Harlem All Stars and Caldera Caraballo's 
Moderneres. These steel orchestras were not officially affiliated with a mas- 

querade band, nor were they formally invited by the parade organizers. 
King (1995) recalls just "showing up, in the spirit of Carnival." Caraballo 
(1996) claims the Carnival officials were concerned that steelbands might 
disrupt the otherwise orderly event: 'You see this was a real parade that was 

trying to start at point A and end at point B," he recalls, "and the steel- 
bands could slow everything down, with all the people coming out on the 
street and dancing around us. So they kept us in the rear." But the steel 
bands were tolerated by the organizers because they wanted to showcase 
authentic Trinidadian culture, and pan had become, by the late 1950s, a 
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central component of the Carnival celebration back home in Port of 

Spain. 
Worries about disruptive behavior became a reality during the 1961 

Harlem parade when a fight broke out between a panman and a parade 
spectator. According to an eyewitness report in the New York Amsterdam 
News, a steelband marcher crashed his pan against the head of an over-zeal- 
ous parade-goer who was attempting to grab his instrument. Band mem- 
bers and spectators began to shove one another as bottles and bricks flew. 

During the ensuing scuffle ten people were arrested for disorderly conduct. 
The 9 September 1961 headline of the New York Amsterdam News pro- 
claimed "West Indian Day Parade Ends in Riot." 

Meanwhile, tensions surrounding the burgeoning civil rights movement 
were making local authorities increasingly wary of large gatherings of black 

people. Memories of the 1961 disturbance, coupled with a rock-throwing 
incident at the 1964 Harlem Carnival, led to the revocation of the Lenox 
Avenue parade permit. Rufus Gorin moved to Brooklyn, where he 

attempted to reestablish a Labor Day Carnival. Following the 1965 immi- 

gration reforms, central Brooklyn was rapidly becoming the hub of West 
Indian culture in New York City. For several years Gorin's Carnival cele- 
brations took the form of huge block parties and spontaneous parades in 

Brooklyn's Crown Heights and Bedford Stuyvesant neighborhoods. At some 

point in the late 1960s an energetic young man of Trinidadian parentage, 
Carlos Lezama, took the reins from Gorin and formed West Indian Amer- 
ican Day Association (later renamed the West Indian American Day Car- 
nival Association, or WIADCA) (Hall 1999). In 1971 Lezama obtained a 

permit to hold Carnival on Eastern Parkway, Olmstead's magnificent 
boulevard that extends eastward from Brooklyn's Grand Army Plaza, past 
the growing West Indian neighborhoods in Crown Heights and Flat- 
bush.7 

Throughout the late 1960s, prior to the establishment of the Eastern 

Parkway route, steelbands played informally at Carnival block parties in 
Crown Heights. In 1971, approximately six steelbands turned out for 
the Eastern Parkway Carnival "parade." Several, like Rudy King's Tropicans, 
were relatively small ensembles (twenty to thirty players) whose members 
still wore single pans strapped around their necks (King 1995). But Win- 
ston Monroe (1996) recalls that his Panmasters featured seventy-five play- 
ers, many of whom played multiple pans stacked on racks and wagons 
which were in turn "pulled" up the parkway by fans and costumed dancers. 
The bands played lively calypso tunes with heavy percussion accompani- 
ment, and provided music for the various masquerade bands whose mem- 
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bers 'jumped up" (danced) as they processed up the parkway. While 
steelbands were the main source of music, Monroe recalls several lightly 
amplified calypso brass bands on flatbed trucks. Herman Hall, WIADCA's 

public relations coordinator in the early 1970s and today the publisher of 

Everybodys Magazine, remembers a truck-mounted Haitian pop band, as well 
as Panamanian and Costa Rican street bands at the first Eastern Parkway 
Carnival (Hall 2000). 

Like its Harlem predecessor, the original Eastern Parkway Carnival 

attempted to follow a prescribed parade route. But the huge Brooklyn cel- 
ebration proved harder to control, and eventually exhibited more of the 
chaotic revelry that characterized Carnival in Trinidad. The New York 
Amsterdam News, 7 September 1974, reported an "unstructured" event in 
which "the spectator is at times celebrant; the celebrant spectator." Based 
on the Trinidadian model, early Eastern Parkway Carnival had become a 
wild spectacle of fancy masquerade bands and steel orchestras jammed 
together with thousands of dancing spectators (see also Hill 1994: 62-64, 
Kasinitz 1992: 140-159 and Nunley 1988: 166-170). 

In addition to the Monday afternoon Eastern Parkway parade, WIADA 
established a series of Carnival related stage-shows behind the Brooklyn 
Museum (located near the head of Eastern Parkway) over the Labor Day 
weekend. The 1971 program included performances by the Sunlander 
Steelband, a calypso orchestra led by Dapane Weekes, and a Caribbean 
dance theater ensemble, as well as a parade of Carnival queens (New York 
Amsterdam News, 11 September 1971). By the mid-1970s well publicized 
calypso and reggae concerts, a Carnival king and queen costume contest, 
a steel pan competition ("Panorama"), and a Sunday night Dimanche Gras 

extravaganza were drawing huge crowds to the Brooklyn Museum (Hill 
1994). A "Kiddie Carnival" was added on Saturday afternoon to attract fam- 
ilies. 

Buoyed by surging West Indian immigration into central Brooklyn, the 
entire Carnival celebration grew rapidly. Estimates vary, but by the parade's 
third year the New York Amsterdam News reported that a crowd of 800,000 
spectators watched while "several thousand Caribbean nationals gaily 
dressed in a variety of colorful costumes strutted proudly down the Park- 

way to the rhythm of steelbands" (8 September 1973). In 1975 the New York 
Times reported the Carnival attracted a crowd of 300,000 (2 September 
1975); a 1977 article proclaimed that 750,000 to a million revelers were 

"dancing in the streets" at "Brooklyn's West Indian Fete" (New York Times, 
6 September 1977). 

Carnival continued to expand in the 1980s, with Lezama and the 
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WIADCA fending off efforts of rival factions to move the parade to Man- 
hattan (Kasinitz 1992: 142-3). The parade did, however, become increas- 

ingly politicized, as City officials sought to appeal to the growing West 
Indian voting block. Ethnic tensions occasionally boiled over between the 
West Indian community and the Hasidic Jews of the Lubavitcher sect 
whose world headquarters is located along the Eastern Parkway Carnival 
route. In 1991, following the Crown Heights riots, and again in 1994 
when Labor Day and Rosh Hashanah fell on the same date, the Hasidic 
leaders unsuccessfully tried to cancel Carnival (Kasinitz 1998: 105-110). 

For three decades Lezama and WIADCA have adroitly navigated Car- 
nival through the treacherous waters of New York City's ethnic politics. By 
the mid-1990s Brooklyn Carnival was being hailed as the largest ethnic 

parade in America (Carib News, 3 September 1996), drawing a crowd of 
over two million spectators, and generating millions of dollars in business 
for New York City (Noel 1994). Banners proclaiming corporate sponsorship 
of masquerade bands and floats-both from local businesses and larger 
companies such as Western Union, Mobil, and AT&T-have become 
more prominent along the Parkway route, and live television coverage 
(beginning in 1995) has prompted organizers to stick to a tighter sched- 
ule and to keep participants from drifting off the parade route (Pierre- 
Pierre and Sengupta 1998). 

While the basic Trinidadian model of large masquerade bands dancing 
to popular calypso music has prevailed for thirty years, there have been sig- 
nificant changes in the style and transmission of the latter. In the late 1960s 
and early 1970s, nearly all of the music on Eastern Parkway was pro- 
vided by live steelbands which were hired by individual masquerade 
bands, or who just "showed" up with their own followers. But this began to 

change by the mid-1970s with the emergence of soca, a new Trinidadian 

pop style that fused traditional calypso singing with elements of black Amer- 
ican soul and disco music. Like Jamaican reggae, which was becoming 
increasingly popular among Brooklyn's younger West Indians in the early 
1970s, soca's heavy bass lines and mechanical drum rhythms reflected a 
new, high-volume musical sensibility. Record-spinning deejays, broad- 

casting over powerful sound systems, produced loud, bass heavy dance 
music that no conventional steelband could come close to matching. 
When mounted on flatbed trucks, the new sound systems were easily 
integrated into Carnival street processions. The results were devastating for 
acoustic steelbands that could not take advantage of the new technology, 
and following trends in Trinidad, Brooklyn's masquerade bands turned to 
truck-mounted sound systems for their Carnival music. 

260 



J'OUVERT IN BROOKLYN CARNIVAL 

The transition from acoustic steel pan to deejay and heavily amplified 
live band music was gradual but unrelenting. Anthropologist Don Hill, writ- 

ing about his experiences on Eastern Parkway in the mid-1970s, reported 
a mix of steelbands and amplified combo/brass bands mounted on 
trucks, with the latter playing Jamaican reggae, Trinidadian soca and 

calypso, Bajan spooge, and Haitian "pop meranges" (Hill 1981: 35). In 
1982 Herman Hall, in a lengthy Carnival review for his Brooklyn-based 
Everybodys Magazine, observed steelbands, and truck-mounted discos, the 
latter "blasting" the latest soca hits (Hall 1982: 21). When this author first 

began attending Carnival in 1984, the music was evenly divided between 
steelbands and trucks with deejays or amplified live bands. By the late 1980s 

sociologist Philip Kasinitz noted that mas bands were more likely to 

employ deejays with loud sound systems than traditional steelbands 

(Kasinitz 1992: 145). Ethnomusicologist Gage Averill complained that 
the steelband he was following at the 1990 Carnival could hardly be 
heard over the din of amplified soca (Averill 1998: 117). The New York 
Times, in a 3 September 1991 account of Carnival, reported "A succession 
of flatbed trucks carried bands and enormous loudspeakers" down Eastern 

Parkway. Writing for the Carib News in 1994, Michael Roberts concluded 
that the steelbands on the Parkway had been "upstaged" by deejays with 

high-tech sounds systems (1994: 61). Newspaper accounts of the Parkway 
celebration in the mid and later 1990s increasingly focused on deejays and 
sound systems rather than steelbands: 

And Eastern Parkway will be the scene of the deejay clash as huge 
speakers, state-of-the-art amplified sounds and high-tech systems 
will blast the soca music to the delight of millions who will be chip- 
ping down Eastern Parkway for Labor Day. Without the deejays 
there is no party (Carib News, 7 September 1999:27). 

By the late 1990s pan had nearly disappeared from the Parkway.8 
The decline of steelbands on Eastern Parkway, as in Trinidad, is due pri- 

marily to competition from the sound systems and amplified brass bands.9 
As Martin Douglas of the Invaders Steel Orchestra put it: "The steel- 
bands just can't get fit in between the deejays and their heavy electric 

equipment any more; after your ears acclimate to the lotidness, there is no 

way you can hear steel pan" (Douglas 1998). But Herman Hall points out 
that political tensions between Brooklyn's steel orchestras and WIADCA 
date back to the early 1970s when some of the bands were caught in the 
crossfire between Lezama and rivals who sought to set up an alternative 
Carnival. The panmen, Hall recalls, never felt included in WIADCA, and 
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at times were not totally welcomed on the Parkway, where some critics 
claimed they "slowed down" the parade-which of course, in the spirit of 

Carnival, they did (Hall 2000). Such attitudes, coupled with lack of ade- 

quate financial compensation from WIADCA or the mas bands, have, over 
the years, fostered a sense of ambivalence on the part of many pan players 
toward the Parkway celebration. 

As Brooklyn's steelbands were gradually pushed out of the Eastern Park- 

way parade, they turned their focus to the WIADCA's big Panorama con- 
test that was held behind the Brooklyn Museum on the Saturday evening 
prior to Labor Day. Tensions between the pan community and WIADCA 

notwithstanding, Panorama, with its lure of competition and prize money, 
flourished during the 1990s, attracting nearly a dozen bands annually.'0 The 
success of Panorama did not, however, satiate the desires of many pan play- 
ers and their followers to bring steelband music back to the streets. The 
drive to reunite pan and "playing mas" eventually led to the emergence of 
a new component for Brooklyn Carnival, the predawn J'Ouvert celebration. 

J'OUVERT IN BROOKLYN CARNIVAL 

There are reports dating back to the late 1970s of informal groups of 
Dimanche Gras revelers, playing cuatros and percussion instruments, 
processing through the streets of Flatbush, moving from one late-night Sun- 

day fete to the next (JCI Booklet 1997). But it was not until the mid-1980s, 
claims panman Earl King, that steelbands became involved in J'Ouvert 
activities. According to King, it was during the early hours of Labor Day 
morning (perhaps in 1985) when a few members of the Pan Rebels Steel 
Orchestra ventured out from their pan yard on Woodruff Street near Flat- 
bush Avenue and began playing on the sidewalk, attracting a crowd of all- 

night partygoers (King 1996). Tony Tribuse, a member of Pan Rebels band 
that participated in the firstJ'Ouvert, recalls that a group of fifteen pan 
players and masqueraders dressed in pajama costumes began moving 
down Flatbush Avenue. Tribuse claims the group picked up other late-night 
revelers from neighborhood parties and dance halls, and returned to their 

pan yard with a crowd of nearly 100 (Tribuse 1998). The Pan Rebels 

repeated the performance for several years, and eventually were joined by 
the Golden Stars Steel Band, the Metro Steel Orchestra, and the JuJuJam- 
mers mas band. By the late 1980s, a small group of steel and mas bands 
were processing around Flatbush and Bedford Avenues early Labor Day 
morning, staking out an informal route through the heart of Brooklyn's 
West Indian community. 

As the impromptuJ'Ouvert celebration grew in size, organizers realized 
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they would need to create a more formal structure to avoid conflict with 
the authorities. In 1994 Earl King established J'Ouvert City International 

(JCI), a not-for-profit organization meant to coordinate the J'Ouvert 
event. With the assistance of local politicians and the police of Brooklyn's 
67th Precinct, the organization was granted permission to parade from 
Woodruff Street up Flatbush Avenue, across Lefferts Avenue (later 
changed to Empire Boulevard), and down Nostrand Avenue to Linden 
Boulevard, beginning at three o'clock on Labor Day morning (King 
1996) 11 

In order to attract more pan and mas bands, King and his associates 
established J'Ouvert competitions. In 1994 viewing sights were set up 
along the route in front of sponsoring businesses (Alan's Caribbean Bak- 

ery, Scoops Ice Cream Parlor, and Mike's International Restaurant), and 

trophy awards were given for the best steelband calypso, "bomb" tune (non- 
calypso pop tune arranged with a calypso beat), and mas costume. The fol- 

lowing year small cash prizes were offered. In 1997 first, second, and 
third place cash awards were given for best calypso tune, bomb tune, mas 
band costume, and individual male and female costumes. In 1998 a special 
"old" calypso category was established for steelbands. 

The allure of late night/early morning revelry with steelbands and mas 

competitions has led to an explosive increase in the size of Brooklyn 
J'Ouvert over the past few years. The 1994 event was large enough to attract 

press attention. A Carib News 5 September 1995 review, boldly headlined 

'J'Ouvert Is Alive!", reported that eleven ole mas bands and nine steelbands 

participated in J'Ouvert 1994. In 1996 I observed a dozen hand-pushed 
steelbands, each surrounded by mas bands or groups of individual mas- 

queraders. JCI lists fifteen steel and fifteen mas bands in its 1997 program 
book, and I saw roughly that number at the 1998 and 1999 gatherings. 
Crowd size estimates vary, ranging from official police figures of 50,000 for 
the 1996 and 1997 events, toJCI's claim of 150,000. The New York Times, 
coveringJ'Ouvert for the first time on 2 September 1997, estimated that 
50,000 Carnival-goers participated in early morning "rogue parades known 
as Ole Mas."JCI estimated the 1998 and 1999J'Ouvert crowds exceeded 
those of 1996 and 1997, and the Borough Community Affairs Department 
of the Brooklyn NYPD offered crowd estimates of 80,000-100,000 in 1998 
and close to at 200,000 in 1999. 

Brooklyn's early morningJ'Ouvert celebration, like the Eastern Parkway 
spectacle, reflects the chaotic revelry of Carnival while attempting to 
maintain some semblance of a parade with a prescribed route. Bands and 
individuals slowly wind their way through the streets packed with dancing 
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spectator/participants. The atmosphere is loose and the procession has no 
official beginning or end. However, there are important differences 
between the Eastern Parkway and Flatbush events. 

JCI's official policy, as stated in their annual program book, is "steel pan 
music only." The DJ's and sound trucks that dominate Eastern Parkway are 

explicitly banned from J'Ouvert-only unamplified steelbands are allowed 
to register and participate. "We allow no deejays atJ'Ouvert,"JCI's public 
relations officer Yvette Rennie told the Carib News in a 7 September 1999 
interview. "We want to preserve the tradition ofJ'Ouvert and ole mas. This 
event has always been accompanied by steelband music."JCI founder Earl 

King elaborates: 'J'Ouvert puts pan in the spotlight. You see, pan got lost 
on the Parkway when the big sound systems and deejays took over. So we 
were determined to do something to preserve pan, to let our children 
know where Carnival really comes from. So in J'Ouvert it's just pan and 
mas bands, no deejays invited. Now people are remembering the joy you 
can get by taking your time and playing mas with a steelband, just inching 
up the road, pushing pan. We're trying to revive that whole thing" (King 
1996). A similar message was articulated by Vinette Pryce of the New 
York Amsterdam News (9 September 1998, p. 16): "For many folks, the 

daytime parade has become too overburdened by sound systems. They 
favor live pan music. For a few years now the panmen have boycotted the 
Eastern Parkway event for the same reason. J'Ouvert has become the 
alternative." 

The steelbands play a variety of tunes during the four-hourJ'Ouvert pro- 
cession. Each band will likely play, in addition to its Panorama selection (a 
carefully arranged contemporary calypso or soca number), a bomb tune, 
and one or more old calypsos. The J'Ouvert bomb and old calypso selec- 
tions are structured around relatively simple verse/chorus arrangements 
that are often pulled together in a single practice session.12 WhileJ'Ouvert 
steelbands are usually smaller than their Panorama counterparts, they gen- 
erally feature an expanded percussion section-often augmented by 
friends and J'Ouvert merrymakers beating cowbells, bottles, iron break- 
drums, and various homemade instruments. The result is a loose, densely 
percussive sound meant to propel street dancers. The J'Ouvert style is more 
"free spirited" and "less regimented" than what one would hear at 
Panorama, observed panman Martin Douglas (1998). 

The Brooklyn'sJ'Ouvert costumes I observed in 1998 and 1999 were less 
elaborate, cheaper, and more traditional than those of the big "fancy 
bands" on Eastern Parkway.13 In keeping with the J'Ouvert traditions of 
humor and the macabre, numerous individuals played mud mas (covering 
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their bodies with mud), dressed in old rags, painted their faces, bodies and 
costumes, and covered themselves with white powder and flour. Many indi- 
viduals masqueraded as devils, witches, ghosts, and goblins, while others 
donned satirical outfits and carried signs with humorous political com- 

mentary. Tubs of mud were actually wheeled down Flatbush Avenue, with 
revelers stopping every so often to smear fresh muck on each other and on 
innocent bystanders. Buckets of paint also appeared and creative cos- 
tumes were splattered on the spot. 

Organized mas bands portrayed specific themes or characters such as 
devils (red and black), Indians, master/slaves, and African warriors. A band 
called Then and Now dressed in shreds of newspaper and carried placards 
with headlines for a "Read All about It" mas. Two bands played unruly 
dogs, a reference to Anselm Douglas's popular calypso, "Who Let the Dogs 
Out?" The JuJuJammers, accompanied by a dense percussion ensemble, 
always play Africa themes. 

Informal dramas were occasionally enacted. An "Emergency Room" 
band dressed in doctor and nurse scrubs carried a maniacal, paint- 
smeared patient through the crowd, stopping occasionally for "treat- 
ment." Suddenly the patient would jump up and grab one of the nurses in 
a vulgar embrace while the rest of the medical team shook their heads and 

wagged fingers in disapproval. In another instance a witch and a she-wolf- 
both played by men-chased each other around the street and engaged in 

lengthy bouts of ritual combat. 
The most witty political commentary came from a band called the 

Wingate Originals, led by designer Victor Mungo. In 1998 they played a 
masterful satire mas, "Clinton Tun de White House Red!" A wagon- 
mounted model house bearing the inscription "Scandal in the White 
House" was wheeled along by band members smeared in red paint. Men, 
cross-dressed as Monica Lewinsky, carried lewd placards proclaiming "Bill 
and I had an oral arrangement" and "I never inhaled, I only smelled it" In 
1999 the Wingates presented "We're Not Takin Dat," which featured bit- 
ing commentary on current events including the Abner Louima torture 
case; the Amadou Diallo "41 bullet" shooting; the brutal dragging death in 

Jasper, Texas; the Columbine, Colorado school shooting; and racial pro- 
filing on the NewJersey Turnpike. Several members demonstrated their 
discontent with the health industry by wheeling a fake corpse through the 
crowd on a portable bed, surrounded by paint-smeared doctors and 
nurses who continued to prescribe beer and liquor to the victim. 

Perhaps the most innovative costumes were designed by Roy Pierre, who 
has won the J'Ourvert costume competition for the past three years. In 
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1997 he presented a Camboulay theme based on traditional African and 
slave motifs. His 1998 costumes deftly combined Trinidadian folklore 
characters with American Halloween themes. Entitling his presentation 
'Jumbie amborie," his costumes included rainbowjab jabs (devils), moko 

jumbies, soucousyants (female vampires), diablesses (temptresses with 
cloven feet), and Douens (spirits of dead children), as well as witches, black 
cats, mummies, and Medusa figures. While Pierre is highly respected for 
his visionary designs, some question if his costumes have become too elab- 
orate forJ'Ouvert, and wonder if they are not better suited for the daytime 
Parkway parade (Pierre 1998). 

Though formal masquerading was pervasive, the majority of J'Ouvert 
revelers opted for less fanciful displays-a bit of body paint, flour or talcum 

powder on hair and face, a splattered tee shirt, a flag bandana, or a 

funny hat. Many others, dressed in ordinary summer shorts and tops, lined 
the sidewalks, occasionally mingling with the costumed throng in the 
center of the street. Although there was a slow but steady procession 
along the prescribed route, many people appeared to wander with 

friends-eating, drinking, dancing, and simply enjoying the music and mas. 

WhileJCI is quick to take credit for the success of Brooklyn J'Ouvert, his- 

tory reminds us that the festivity began as a spontaneous grassroots move- 
ment, emerging from the panyards and streets of East Flatbush. It was the 

panmen, costume makers, and ole mas enthusiasts-not community lead- 
ers, government officials, or cultural specialists-who "organized" the 
earliest J'Ouvert celebrations. JCI came about somewhat after the fact, 
when growing crowds necessitated an organizational body to negotiate a 

parade permit with the police. Today Earl King and his associates remain 
a loosely organized group with few political connections and limited 
access to funding sources. JCI arranges the parade route and an approx- 
imate schedule, and attempts-not always successfully-to register the 
mas and steelbands, but the organization appears to have limited control 
over who participates and what actually happens atJ'Ouvert.'4 In keeping 
with the spontaneous spirit ofJ'Ouvert, many musicians and masqueraders 
simply "show up," unannounced and unregistered, to play mas. 

INTERPRETING BROOKLYN J'OUVERT 

Assessing the significance of any recently emerged cultural expres- 
sion is a risky and speculative project. But here speculation is warranted, 
given J'Ouvert's phenomenal growth over the past decade and the increas- 

ingly prominent role it now plays in Brooklyn Carnival. Many factors 

appear to account for the success of the event, and lend insight into its sig- 
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nificance for the borough's Trinidadian-American community. On the prac- 
tical side, J'Ouvert, with its nonamplification, pan-only policy, furnishes a 
sonic environment in which pan music can be heard, literally, free from the 

blaring sound systems employed by deejays and amplified brass bands that 
now dominate Eastern Parkway. J'Ouvert provides pan players and their fol- 
lowers the opportunity to return to the streets and perform in a traditional 
Carnival atmosphere where the interaction of players, masqueraders, 
dancers, and spectators creates a sense of communal ecstasy, something 
akin to Victor Turner's "spontaneous communitas" in which individuals 

interacting with one another "become totally absorbed into a single, syn- 
chronized, fluid event" (Turner 1982: 48). My own personal experience 
"pulling" pan in J'Ouvert (and in earlier Eastern Parkway processions) con- 
firms the model: amidst the densely packed throng of pan players, per- 
cussionists, masqueraders, and dancers one can feel the suspension of time 
and a flash of total union with one's fellow revelers. J'Ouvert affords 
moments of deep mas, the essence of street Carnival. This feeling of 
communal transcendence is difficult, if not impossible, to achieve during 
the more formal Panorama competition, a performance setting where play- 
ers remain stationary and spatially separated from their audience. 

Carnival participants can and certainly do experience such intense 
moments of communal mas in the fancy bands that follow the sound sys- 
tem trucks on Eastern Parkway. Indeed the physical intensity of the ampli- 
fied music's volume and throbbing bass can surround and seduce, literally 
transforming individual listeners into a singing, dancing throng. But evi- 

dently a significant number of masqueraders and Carnival enthusiasts, par- 
ticularly middle-aged and older, prefer 'jumping up" to pure pan rather 
than canned deejay music. As costume designer Burtrum Alley reflects: 
"Steel pan music in the early morning is the best thing to my ears; every- 
thing else is still and you're hearing pure pan-it's like birds in the forest" 

(Alley 1998). As a result, many of the individualJ'Ouvert mas bands now 
hire steelbands to provide music for their mas, just as the big fancy bands 
did for the Parkway celebration in the pre-sound system days of Carnival. 
In the newly established J'Ouvert celebration Brooklyn's steelbands have 
found an unfettered forum for their art, one that affords them an imme- 
diate and direct connection with their audience while reuniting them with 
traditional mas bands. 

From this evidence one might be tempted to reduce J'Ouvert to an 
occasion for pan enthusiasts and lovers of ole mas to pursue their passions, 
or for older Trinidadian immigrants to indulge their nostalgic desires for 
some idealized Carnival of their youth. Pan passion and nostalgia for 
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"old-time" Carnival are undoubtedly essential motivating factors, but they 
are only two components of the complex constellation of forces that 
drive Brooklyn J'Ouvert. 

At the more symbolic level, the entire event represents the revitalization 
of what some see as "endangered" Trinidadian traditions. While Trinida- 
dian Carnival continues to provide the basic model for the Eastern Park- 

way parade, there has been a steady encroachment of other Caribbean and 
African-American influences. This is not surprising, given the multicultural 
nature of central Brooklyn and the diversity of Caribbean groups partici- 
pating in Carnival, as well as the complex nature of New York City's ethnic 

politics in which Carnival has become embroiled. Thus, Carnival in New 

York, argues Philip Kasinitz (1998: 102) "vacillates between its Trinidadian 
roots and its pan-Caribbean agenda." 

For some participants the Parkway Carnival has apparently drifted too 
far from its Trinidadian moorings into a pan-Caribbean sea. Today Trinida- 
dian calypso and soca compete withJamaican reggae, Haitian konpas, Mar- 

tinique zouk, and the latest pop music offerings from Grenada, Barbados, 
and Panama. But this emphasis on musical diversity is not a recent devel- 

opment. Herman Hall (2000) recalls that the first Eastern Parkway parade 
included, in addition to Trinidadian steelbands, Haitian, Panamanian, and 
Costa Rican groups, and that he encouraged Carlos Lezema to integrate 
reggae into Carnival. Donald Hill (1981: 35) reports that by the mid-1970s 
sound systems playingJamaican reggae lined the eastern sections of the 

parade route, and trucks carrying live Jamaican, Bajan, and Haitian 
bands were jockeying with Trinidadian calypso groups for the crowd's atten- 
tion. In 1975 the WIADCA began to sponsor, alongside its Trinidadian-style 
calypso and panorama shows, a special Labor Day Weekend "Night in the 
Caribbean" concert that featured Jamaican, Haitian, and Costa Rican 
traditions (WIADCA Booklet, 1975). In the mid-1980s, separate Jamaican 
and Haitian nights were added to WIADCA's official pre-Carnival concert 
festivities. Meanwhile the thousands of vendors who line the two-mile 
route hawk foods, crafts, clothing, and recordings from around the 
African diaspora. 

Carnival on Eastern Parkway was never a carbon-copy of its Trinidadian 

predecessor, because it quickly evolved into an arena for multi-ethnic 
cultural display and identity negotiation. While permitting the exhibition 
of individual island affiliation through music styles, banners, flags, etc., 
Brooklyn Carnival also presents what Philip Kasinitz calls "the imagery of 
a melting pot" that strives to turn individuals from different English- 
speaking islands into "West Indians" (Kasinitz 1992: 150). When the 
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growing number of Haitians and other French-speaking islanders are 
added to Brooklyn's Carnival pot, a broader category of "Caribbean peo- 
ple" is constructed. To this mix, add members of Brooklyn's southern 
African-American community and the result may be, at least for an after- 

noon, a sense of pan-African unity. 
Carlos Lezama and his WIADCA associates have attempted to cast this 

complex cultural diversity issue in a positive light, carefully proclaiming "we 
is one." In reality they walk a fine line, trying to maintain Trinidadian con- 
trol over Carnival while finding room for other islanders-particularly the 

large numbers ofJamaicans and Haitians who now live in central Brook- 

lyn-to comfortably participate.'5 The official rhetoric of WIADCA stresses 

"unity" among all West Indian and Caribbean New Yorkers, and rarely men- 
tions individual islands.16 

Similar sentiments are echoed by the Carib News, New York's largest West 
Indian newspaper that devotes considerable coverage to Brooklyn Carni- 
val. A 1996 editorial argues that Carnival "serves as an integrative force, 
bringing together the different national groups from the Caribbean," 
and goes on to list a dozen islands that have become, in theory, "inte- 

grated" through Brooklyn Carnival (3 September 1996). The broader cul- 
tural and political implications are made explicit: "The Carnival 
Celebrations are a source of pride for Blacks in this country. The creativ- 

ity, imagination, and splendor reflect the cultural strength of the 
Caribbean" (Carib News 8 September 1998). 

New York City's politicians, always looking for votes, have contributed to 
the official discourse of unity by proclaiming Carnival a distinctive creation 
of New York's rapidly growing Caribbean community. In 1992 Mayor 
David Dinkins placed Brooklyn Carnival in the context of the 178 ethnic 

groups that make up New York City's "glorious cultural mosaic," pro- 
claiming that none "shine more gloriously than the segment represented 
by the Caribbean community" (Newsday 8 September 1992). Mayor 
Rudolph Giuliani alluded to the parade's multicultural nature by calling 
it "an ethnic fest that demonstrates the diversity of New York" (Newsday 8 

September 1998). In his zeal to broaden the diversity net to include 
African-American and even white New Yorkers, Brooklyn Borough Presi- 
dent Howard Golden declared "You don't have to be from the Caribbean 
to enjoy this [Carnival]. All Americans can take pride in what's happening 
today. This is a symbol of living together, respecting each other" (Newsday 
8 September 1992). 

This persistent emphasis on the pan-Caribbean nature of Brooklyn's Car- 
nival, both in public display and discourse, has apparently made some 
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Trinidadians, especially those deeply involved in the steel and traditional 
mas bands, feel squeezed out of what they once perceived as "their" 
event. Their response was to create a new Carnival performance setting 
(actually to revive a traditional setting that up to that point had been absent 
from the Brooklyn Carnival) that would showcase exclusively Trinida- 
dian forms. The centrality of Trinidadian expression to Brooklyn'sJ'Ou- 
vert is explicit. In addition to its steelband-only policy, JCI pronounced in 
its 1997J'Ouvert Program Booklet that "the organization's ideology is the 

preservation of three Caribbean art forms originating from Trinidad and 

Tobago: steelband, calypso, and mas." The larger mission, "to educate and 
teach young people about the origin and history of our culture," leaves lit- 
tle doubt as to whose culture is in need of preservation, as the 1995 Pro- 

gram Booklet rhetoric proudly announces thatJ'Ouvert's "sweet steelband 
music" and old mas costuming make "Flatbush Avenue resemble Freder- 
ick Street in Trinidad," a reference to a center of Carnival action in 
downtown Port of Spain. The issue of national loyalty is further clarified in 
the 1997 Program Booklet which offers the lyrics to the Trinidad and 

Tobago National Anthem, followed by those of the "Star-Spangled Banner" 

(both to be sung at the organization's annual awards meeting). 
Consider also the geographic aspects of Brooklyn Carnival. Eastern Park- 

way, locally referred to as "Caribbean Parkway," actually forms one of 
the northern boundaries of the borough's West Indian community. East- 
ern Parkway is the border area where the English-speaking West Indians, 
Haitians, and HasidicJews of Crown Heights meet the African Americans 
of Bedford Stuyvesant and the Irish, Jews, and Yuppies of Park Slope. The 

J'Ouvert celebration, on the other hand, takes place south of Eastern Park- 

way, at the intersection of the Crown Heights, Flatbush, and East Flatbush 

neighborhoods, deep in the heart of Brooklyn's black West Indian com- 

munity. The original route, beginning at Woodruff Avenue and running 
up Flatbush Avenue, across Empire Boulevard, and down Nostrand 
Avenue, is lined with West Indian produce stores, roti shops, restaurants, 
bakeries, social clubs, dance halls, record stores, and Spiritual Baptist 
storefront churches. Half a dozen mas camps are located along the route, 
and eight pan yards are within a few blocks. By moving the action from the 

Parkway "down" to Flatbush, West Indians in general, and Trinidadians in 

particular, have asserted their domain overJ'Ouvert. This said, the ethnic 
mix at Brooklyn J'Ouvert is difficult to pinpoint with any quantitative cer- 

tainty. Interviews, informal conversations, and personal observation suggest 
that the ole mas groups and steelbands are comprised primarily of 
Trinidadians and a smattering of Grenadians, Barbadians, and other 
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small-island West Indians who have traditionally embraced Trinidadian-style 
Carnival. But the ethnicity and/or island affiliations of the individuals who 
constitute the huge crowds that attendJ'Ouvert are not easily identifiable, 
because national banners and flag displays are not as prominent as on East- 
ern Parkway. Jamaicans, Haitians, and African Americans surely participate, 
but their numbers are difficult to estimate. There are, however, noticeably 
fewer white Americans, Asians, and Latinos atJ'Ouvert than on the Park- 

way. Brooklyn J'Ouvert simply feels more Trinidadian, and less diverse, than 
its Eastern Parkway counterpart. 

Reviewing this evidence might lead to the conclusion that theJ'Ouvert 
and Eastern Parkway celebrations have taken on distinct and perhaps oppo- 
sitional connotations. J'Ouvert is Trinidadian, traditional, and community- 
based, evoking deep carnival symbols to reinforce a sense of shared 
cultural heritage. Eastern Parkway, by contrast, reflects a multi-cultural, 
modern, and commercial sensibility by showcasing the most contemporary 
pop styles, proclaiming a unity among diverse Caribbean and African-Amer- 
ican peoples, and providing New York's politicians and private businesses 
with a forum to advertise their goods and services. However, like many cul- 
tural dialectics, J'Ouvert and the Parkway may ultimately complement each 
other-in this instance by serving two distinct community needs: J'Ouvert 
strengthens internal cohesion and reinforces in-group identity, while the 

Parkway provides public display and cultural validation in a larger arena. 

Many participants see no contradiction in the two events, and some 
choose to participate in both. The New York Times (5 September 1998) pro- 
filed a middle-aged West Indian mother who attendsJ'Ouvert to cheer on 
her teen-aged children who play in the Invaders Steel Orchestra, and later 
shows up on the Parkway to play mas with a fancy band. Arddin Herbert, 
the director of the CASYM Steel Orchestra, told me that many of the young 
players in his band enjoy the raucous excitement of beating pan onJ'Ou- 
vert morning, and after catching a few hours sleep head to the Parkway to 

jump up to soca and reggae spinning deejays. For these individuals and 
many like them, J'Ouvert merely becomes another choice in the kalei- 
doscope of Carnival events (Herbert 1997). 

The degree to whichJ'Ouvert represents a conscious revitalization of tra- 
dition, or rather the final step in the natural diaspora of Trinidadian Car- 
nival to Brooklyn, is difficult to judge from our present historical position. 
Moreover, individual motivations for participation vary widely. The event's 
organizers and their supporters seeJ'Ouvert as a way of preserving and pro- 
moting Trinidadian heritage; a number of middle-aged and older Trinida- 
dians undoubtedly come out of nostalgia for "old time" Carnival; pan 
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players, especially the younger American-born West Indians who have never 

experienced J'Ouvert in Trinidad, enjoy the novelty of beating pan in a 
Carnival street setting; and many younger West Indians, Haitians, and 
African-Americans are simply drawn to the excitement of a rowdy, all-night 
street fete. 

From a macro-structural perspective, the recent emergence ofJ'Ouvert 
in Brooklyn underscores the incredible dynamism of the modern, urban 

Carnival, and its natural tendency to strike a relative balance between tra- 
dition and change. Brooklyn Carnival, like its Trinidadian parent, is con- 

stantly evolving, adapting new elements of popular culture, while striving 
to maintain its traditional roots. Social historian Lawrence Levine has noted 
that African-American musical expressions such as blues and gospel song 
simultaneously demonstrate innovation of style and revitalization of tra- 
dition (Levine 1977: 189); musicologist Samuel Floyd,Jr. has argued con- 

vincingly that the performance practices and compositional works of the 
most innovative 20th century black jazz and concert hall composers are 

deeply informed by an "African cultural memory" (Floyd 1995: 226-266). 
In the case of Carnival this paradigm can be extended from individual 

styles to encompass a larger complex of interconnected expressive genres 
and events. The forces of modernity and globalization have pushed Car- 
nival to embrace new technologies, the latest popular music styles, mas 
themes based on contemporary media images, corporate sponsorship 
and tourism, and the politics of multi-culturalism; but these forces are 
countered by the urge to revive and maintain core traditions. In the case 
of Brooklyn, the innovations of the Parkway are balanced to a degree by 
the revitalization of pan and ole mas traditions in J'Ouvert. Apparently 
there must be room in the Carnival complex for deejays blasting high-deci- 
bel soca and pan players beating acoustic calypso, for fancy band mas- 

queraders in space-aged costumes andJ'Ouvert revelers in muddy rags. 
This is not to suggest that in Carnival innovative and traditional practices 

must be separated by time and space-the latter occurring exclusively at 

J'Ouvert, the former only on the Parkway-for they do exist simultaneously, 
side by side. Steelbands often play original arrangements of the latest soca 
hits during J'Ouvert, while the contemporary, amplified soca on the 

Parkway is deeply rooted in Afro-Caribbean traditions of improvisation, call 
and response, and rhythmic drive. J'Ouvert's ole mas costumes are often 

highly individualistic creations that comment on contemporary social 
events, and more traditional ole mas characters such as devils and midnight 
robbers occasionally show up on the Parkway. But at this stage in Brooklyn 
Carnival's evolution the more traditional expressions seem to be gravitating 
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toward theJ'Ouvert celebration, while the Parkway remains the primary 
arena for the emergence of new forms. 

The future of J'Ouvert in Brooklyn Carnival is difficult to predict. 
J'Ouvert and the Eastern Parkway events are run by independent orga- 
nizations-JCI and WIADCA respectively. One might expect Carlos 
Lezama's WIADCA, with its powerful political connections and hefty 
funding resources, to eventually take over J'Ouvert and bring all the 

major components of Brooklyn Carnival under one umbrella organization. 
But to date, WIADCA has show little interest, at least officially, in the J'Ou- 
vert celebration.17 Perhaps Carlos Lezama has his hands full with running 
the Parkway, or perhaps he is simply happy to have the pan community do 
their own thing away from the Parkway. It is not clear whether Earl King 
and his grassroots JCI can continue to muster the resources to keep 
J'Ouvert running, especially if it continues to grow in size. On the other 
hand, JCI's marginal position may makes it well suited to sponsorJ'Ouvert, 
a celebration that by nature opposes structure and lampoons the status- 

quo. 
The content ofJ'Ouvert may also be in flux. While Earl King and hisJCI 

associates have been immensely successful in bringing steelbands back into 
street Carnival, whether they can maintain their "pan only" policy in 

J'Ouvert is uncertain. As the event continues to grow, it will undoubtedly 
attract deejays and their young followers. Long-time Carnival observer Her- 
man Hall, an early architect of WIADCA's unity in diversity philosophy, 
doubts that the hegemony of Trinidadian steel pan will survive inJ'Ouvert. 
'The other Islands will come," he muses, "and they will find a way to 

express themselves" (Hall 2000). Whether such expression will take the 
form of reggae sound systems and amplified Haitian pop bands is hard to 

predict. There is certainly no shortage of traditional Afro-Caribbean 
music in Brooklyn, ranging from Haitian rara bands and Jamaican buru 

drumming batteries to various Afro-Christian ritual drum ensembles and 
folkloric troupes specializing in specific island traditions. These groups all 

play acoustic music on portable instruments that are easily adaptable to out- 
door street performance, and all share stylistic roots in African-derived per- 
cussion traditions. By reaching out to such groups JCI could diversify 
J'Ouvert without the risk of amplified music overpowering the steel 
orchestras. On the other hand, these bands have little connection to 
Carnival or Trinidad, and do not fit neatly into JCI's agenda of preserving 
Trinidad-based Carnival traditions. 

For the momentJ'Ouvert remains a grassroots celebration of Trinida- 
dian pan, calypso, and ole mas-deep cultural symbols that offer trans- 
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planted Trinidadians and their American-born children the possibility of 

connecting across space to their native homeland, and back in time to their 
African ancestors who processed through the streets of Port of Spain 
with drums and Camboulay torches to celebrate their independence 
from slavery. But if novelist and social critic Earl Lovelace (1998: 54) is cor- 
rect in contending that the "Emancipation-Jouvay spirit" has the power to 
transform official Carnival into "a stage for the affirmation of freedom and 
the expression of the triumphing human spirit," then Brooklyn J'Ou- 
vert may serve as a source of inspiration not only for Trinidadian immi- 

grants, but for all Afro-Caribbean New Yorkers who struggle to assert 
their humanity and self worth in their new North American home. 

Brooklyn College 
Brooklyn, New York 

Notes 

A shorter version of this article was presented at the 1998 World Conference on 
Carnival at Trinity College, Hartford, CT, and will appear in the published pro- 
ceedings of that conference. The author wishes to thank Leslie Slater, Herman 
Hall, and Stephen Stuempfle for their useful criticism at various stages of this 
project. 

2 In Trinidad, 'Jouvay" is the preferred spelling for the predawn celebration that 
opens Carnival. But in Brooklyn the spelling "J'Ouvert" is used on all public- 
ity flyers and in coverage by the Caribbean press. I will follow the Brooklyn 
precedent in this article. 

3 The exact connection between Trinidad's Canboulay andJ'Ouvert celebrations 
warrants further historical clarification. Errol Hill claims that Canboulay/eman- 
cipation processions were transferred from August 1 to the (Sunday night) 
opening of Carnival sometime in the late 1840s (1972:30);J'Ouvert, he con- 
tends, probably began shortly after Canboulay stopped in 1884 (1972:86). 
Stephen Stuempfle describes J'Ouvert as a "a reinterpretation of the old 
Canboulay tradition" (1995: 25). Earl Lovelace argues that J'Ouvert grew 
directly out of midnight Carnival emancipation celebrations (1998: 54). 

4 The descriptions and analysis presented in this article are based on the 
author's personal observations of the 1996, 1998, and 1999 Brooklyn J'Ouvert 
celebrations, and interviews with J'Ouvert organizers and participants. 

5 See the following reviews of the Lenox Avenue Carnival in the New York Ams- 
terdam News: 8 September 1951, 12 September 1953, 10 September 1955, 7 Sep- 
tember 1957, 13 September 1958, and 12 September 1959. 

6 The New York Amsterdam News reported crowds of 150,000 (8 September, 1951), 
165,000 (13 September, 1958), and 115,000 (12 September, 1959). 
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7 The exact chronology of Brooklyn's early Carnival years is murky. WIADCA 
claims to have run Carnival in Brooklyn since 1967, but the early years were evi- 

dently a continuation of Gorin's block party-style gatherings (Hall 2000). 
The first report of a full-blown "parade"on Eastern Parkway appears in the 28 
August 1971 edition of the New York Amsterdam News, under the headline 

"Brooklyn West Indians Set Labor Day Parade." A review of the parade is found 
in the 11 September 1971 edition. The New York Amsterdam News, which covered 
the Lenox Avenue Carnival annually in the 1950s and early 1960s, makes no 
mention of any Brooklyn Carnival activities until the 1971 article. 

8 In the 1999 Carnival the Despers USA Steel Orchestra was the only one of the 
twelve Panorama bands to appear on Eastern Parkway. 

9 It is worth noting that for a number of years steelbands have been on the 
decline in Trinidad's Monday and Tuesday Carnival celebrations-this due 

primarily to the rising status of the Panorama contest and increased compe- 
tition from deejays and sounds systems (Stuempfle 1995: 161-63). In response 
to concerns about the disappearance of pan from Carnival, Trinidad's National 
Carnival Commission, with the blessing of newly elected Prime Minister Basdeo 
Panday, introduced a steelband road competition in 1996 that succeeded in 

bringing a number of bands back to the streets (Scher 1997: 192-198; Riggio 
1998: 18). To date WIADCA has made no such effort to attract Brooklyn's steel- 
bands back to the Parkway. 

10 The history of Brooklyn's panorama is discussed in Allen and Slater (1998:125- 
127). For an insightful account of the 1998 Panorama see Jon Pareles's 
"Sound of Steel in a Warm-Up for Carnival" (1998). 

1 Following an alleged 1998 shooting incident at the crowded Woodruff 
Street/Flatbush Avenue intersection, the opening of J'Ouvert was moved to 
Grand Army Plaza. The 1999 J'Ouvert route began at the plaza, moved south 
on Flatbush Avenue, east across Empire Boulevard, and south on Nostrand 
Avenue. According to King the police asked for the change in order to facili- 
tate organizing and controlling the event. 

12 In contrast to the simple bomb and old calypso arrangements heard during 
J'Ouvert, the Panorama arrangements are worked out over months of rehearsal. 
They feature complex melodic and harmonic variations, lead melodic lines 
rotated among the different pan sections, and multiple key modulations 
(Herbert 1997). 

13 The Eastern Parkway Carnival is dominated by large fancy bands. The biggest 
of these bands, such as Borokeetes, Hawks, and Sesame Flyers, have over a thou- 
sand members who don brightly colored, sequined, elaborately designed cos- 
tumes. The larger costumes actually resemble small floats. Occasional old 
mas characters-jab jab devils, midnight robbers, "bad behavior" sailors, etc.- 
show up on the Parkway, but they are usually dwarfed by the large numbers of 
fancy costumes (see Hill, 1994: 64). For more on the tradition of ole mas cos- 
tuming in Trinidad Carnival, see Crowley (1956). 

14 In terms of controlling participation, JCI has been successful, to date, in keep- 
ing J'Ouvert free of deejays and amplified bands. 

15 The tension inherent in trying to create pan-Caribbean unity among different 
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island immigrant groups has been noted by Frank Manning in his comparative 
study of West Indian Carnivals in Brooklyn, London, and Toronto (1990: 48- 
49). For further descriptions of the London and Toronto Carnivals see Nunley 
1988: 171-181. 

16 For example, WIADCA's 1975 program book touts steel pan and calypso as 
"Carribean cultural contributions," in spite of their obvious origins in Trinidad. 

17 Newsday (31 August 1996) reported that Carlos Lezama would attend the open- 
ing of the 1996J'Ouvert, suggesting his tacit approval of the event. 
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