


TO’/O?I/L&B
by EDUARDO SANCHEZ DE FUENTES

EMILIO Grenet, the talented young Cuban musician, author of this interesting study of
our music, has requested me to write a few lines as a prologue, although his work needs
no advance praise.

[ cannot refuse Grenet's request, which was probably based on the fact that I have long
been a student of our folklore. Grenet has given a most excellent picture of the development
of Cuban music, although I do not fully agree with certain of his opinions, such as when he
speaks in extensum of the cancién, the habanera, the bolero and of other facets of our rich
‘musical field.

He has divided our music into negro and white or Spanish music. I am for many reasons
closer to the latter. As Grenet was born and reared both here and in Europe during this
period of productions such as Pacific 231, Rapsody in Blue, Rebambaramba, Homenaje a los
platanos fritos, etc. etc., he is imbued with the so-called new aesthetics and it is logical that
he does not approach certain problems with the viewpoint of former times. Thts causes our
small differences. From a location on two separate planes, our optnions cannot be identical
although with reference to the melos, the pathos, the eurythmy, the dactyls and organic
anapests of our music, its modal morphology—sequel of cadences and semi-cadences— an-
ticipated bass and other peculiarities of our sonorous verb, we have similar opinions.

It is difficult to build up the summary of intrinsic elements of an art within such a varted
folkloric modality as ours when historical data is lacking and, since studies such as this of
Grenet are just beginning to be made in Cuba, there are no true lines of orientation. However,
for this reason, fantasy should not be given a loose reign nor should the consonant of deductions
be exhausted in order to pass judgment and fix rules which should be fundamental for this
class of art.

We must have the itnvestigating spirit and the mental freshness and curtosity such as
Emilio Grenet has to be able to dig into the mystery of our musical past, unearthing informa-
tion and recovering data which serves us as a basis for the rectification of errors or to perpet-
uate unquestionable premuses.

This necessity also applies to our present musical status in which our young musicians
are undecided whether to follow the ancestral trail of the negro, diluted by the mixed blood
stream of the majority of our Island, or the mistaken path of copying our neighbors on the
North who in turn, with rare exceptions we might say, lacking tradition imitate the parrot.

T his essay will have a greater importance to posterity than the author realizes since it reveals
the necessary instruction and points out certain doubts which those who come after us should
clarify.

It gives me great joy to see that the seed sown in the folklore field has given fruit. Now
it is Emilio Grenet who pioneers and seeks the path. Tomorrow it will be other Cuban
youths who follow us in these tasks. Thus the history of our music will go forward through
careful tnvestigations and the entire world will become acquainted with our theories on the
origin of the Cuban music which was unquestionably in its protoplasmic state influenced by the
spirit of the melancholy Indian, the adventurous Spaniard and the negro slave who brought
us his unmistakable rhythms; but the music which today is known as negro music should not be

considered our only music.
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GUIDE TO ITS STUDY AND UNDERSTANDING

Object of the Work:

THE Government of the Republic of Cuba desires to herein provide a guide to

our rhythms and melodies which have awakened universal interest during the past
decade. Our music has invaded all regions and has flourished in all climes. being
assimilated by those of all latitudes who recognized in it the true and legitimate
quality of popular music, which they have made their own. '

Although this spiritual conquest of Cuba 1s a fact which cannot be disputed, it is
no less true that the source of all this enthusiasm, the pathos of the soul which gave
it origin is not recognized: and that a great part of the world which sings Cuban
songs does not know from whence the new rhythm which it has adopted comes. Thus
the peoples closely linked to Cuban by geographical location, like North America, or
by blood ties, like Spain, fail lamentably to understand the distinct and definite per-
sonality embodied in our songs and imbue them with meanings which are entirely
foreign. As a result we see our suggestive Mama Inés, symbol of our most noble and
unquestionable past, forgotten for a vampire who feels as an American and dresses and
dances like a Spaniard.

Our neighbors of the North think that our musical genre consists exclusively of the
rumba. And even the rumba, embodying in gesture and sound our most outstand-
ing vitality, has been divested of its true spirit and made effeminate in the same
manner as the Argentine tango with which our rumba has been confused. The re-
sult is something alien to us. a superficial, false and unexpressive dance.

The Spanish have understood our music a little better, associating a sweet and ener-
vating tropicalism to the slow cadence and rhythm of the habanera and the danzon.
particularly as regards the former, due perhaps to the more ostensible Spanish spirit
embodied in these two genres.

If our closest physical and spiritual neighbors, who are capable of making our music
outstanding, Spain through its location in Europe and the United States through
their powerful means of diffusion, such as the movies, the phonograph and the radio,
cannot understand us, then it is not to be expected that the rest of the world will
appreciate the true spirit of our music any better. It should be made known, —and
this we repeat is the underlying purpose of this work— that what is now presented
to the jaded European taste, avid for new stimuli as something new, capable of pro-
viding new thrills, is not something which has been improvised as a tourist attraction,
but a spiritual achievement of a people that has struggled during four centuries to
find a medium of expression.



Cuban Music in Latin America:

In Latin America, ecpecially in Mexico and the Antilles, the situation is somewhat
more encouraging. Not only is there a better comprehension of our musical expres-
sion but their composers adopt cur rhythms and forms as their own " finding possibly
that the American spirit is better defined in them; in other words, a more personal
and truer means of popular expression of the two most outstanding racial charac-
teristics of America: the Spanish and the Negro.  The profound melody of mystic
Castile and the yoruba, rhythm. expression of rustic mysteries such as the voice of
occult powers of nature; rhythm converted into religion on the symbolic drums of
Ecué.

Aboriginal Element:

With respect to the autochthonous element, the Indian who survived colonization
in the rest of the Americas practically disappeared in Cuba, and if anything of him
survives in our music, it is impossible for us to discern it. No documentary evi-
dence exists, as the songs attributed to him are of very dubious authenticity. The me-
lodic structure is so similar to ours that it is very difficult to believe that they are not
merely transformations very different from the original.

However. we cannot overlook the reasons advanced by our cultured Dr. Eduardo
Sanchez de Fuentes whose studies of Cuban music guide us in this work. He says:
“It is undeniable that the Indian women. concubines of the Spaniards (who did not
bring women on their expeditions of conquest) lulled their children to sleep with
their simple songs.”” Undoubtedly this fact had a certain influence in the ori-
gin of our music, but it is no less probable that such influence may have soon become
diluted in the two elements of paramount force which united to give a definite charac-
teristic to our songs: the Spanish melodies and the African rhythm.

We cannot determine to what degree the Aztec and Inca elements subsist in the
songs of México and Perti. respectively, but we have determined that the most typi-
cal musical expression has a very close relation to certain songs we have heard in the
Provinces of Biscay in Spain.

It would be very interesting if at this time when the artist creates intellectually, being
more concerned with imparting a historical import to his work than sincerity of ex-
pression, we possessed documents which would enable us to closely follow the evolu-
tion of the two directing influences in their contact with our medium and subject to
their reciprocal influences up to that which is today most characteristically ours;
to wit, the fusion of the African drum, which is represented by the bongo
and the Spanish guitar which is represented in its Cubanized aspect by the tres.
Data which would make it possible for us to build up our musical history and deter-
mine the exact relation of the components of the present product with the African
or the Spanish either do not exist or have not yet been discovered; but we may refer
to other manifestations of the same spirit produced in the same environment and sub-
jected to the same social and physical influences which must necessarily produce a
similar mixture, so far as proportion is concerned, in music and to observe through
this means the exact situation of our present national musical development.

(1) See on pages 183 and 194 two composi‘tions by Rafael Hernandez, Puerto Rican rhapsodist who speaks with our
accent, whose works have been presented many times both in Cuba and abroad as a product of our popular inspiration.
The same could be said of the Mexican Agustin Lara.
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Relation Between Our Prosody and Our Music:

To understand how evolution of verbal expression must run parallel to that of
music, both of which are in essence a sociological fact, we quote Jules Combarieu

who, in speaking of the plain chant says: “The musical language in which we ex-
press ourselves today comes from the Middle Ages, being the result of an evolution
lmost identical to that of verbal language”’. He also says: ““The general princi-

ple in the organization of the plain chant is, from the standpoint of the most 1m-
portant sociological fact (language) a capital phenomenon: the tonic accent. The
chant is its development and flowering".

Observing our language, we might say that it presents a gradation of tones which
corresponds to similar tones in music. We see that the strong severity of the lan-
guage of the colonizers has been attenuated by our environment, that the most salient
edges of pure Castillian have lost their temper in contact with the warmth of our sun
and likewise the melodies of the Spanish peninsular adapts themselves to the new
environment and becomes less profund and more sensual.  Taking as a starting point
the prosody of the cultured Cuban, which is the nearest to the Spanish, we see how, as
we go deeper into the popular masses, the Spanish accent is lost and is blurred by
blunt language used by the negro to express his thoughts. The same line must have
been followed by music and it would not be difficult for us to mention a series of
names of our most characteristic cont mporary musicians in whom the environal tones
of music and word coincide even in a chronological order, which proves the rapid
evolution achieved by Cuban music in the course of a generation or in the time elapsed
from the date we became independent to the present day. In the line closest to the
white tradition, which is inspired by the purest Spanish heritage as regards elegance,
delicacy and aristocracy of expression, an outstanding personality is Eduardo Sanchez
de Fuentes, educated in the colonial environment and pupil of Ignacio Cervantes, who
Lived in his same environment and expressed himself in the same language. Sdnchez
de Fuentes. who does not deny the incalculable depth of the black roots in our music,
confesses that he does not feel them in his productions closest to the African origin.
Almost the same could be said of the present generation, although in the opposite ex-
treme: that of the black influence. The young composers are inebriated by the pictur-
esqueness of the blacks. They perhaps also stray far from the middle point in which
the purest Cuban expression lies. It is logical to think that this Cuban expression
lies in the spontaniety of the rhapsodist, of the natural musician who has not been
contaminated by any school, who employs in his songs that symbolic phraseology
that is so much a part of us and is so profoundly expressive.

It is curious to observe how clearly parallel is the evolution of our verbal and our
musical languages. In those sectors of the Island where the Spanish is spoken with
a clearer accent (we refer to the masses) music also become more clear cut.  We simply
need to hear singers from the eastern part of the Island, whose inhabitants take pride
in the boast that they speak a more correct Spanish than in the rest of the Island, to con-
vince ourselves that their melodies also follow a more strict rhythmical rule than the
Havanese. In Havana, where the meaning of words becomes more obscure, not only
in prosody but also in their more complex and profound intention, music presents
identical characteristics. Upon an already syncopated rhythmical pattern the son
playets of Havana draw a melody which eludes all contact with the most salient
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rhythmical outline which is in the strong beat of the measure. And, while the
eastern Cuban clearly tells us:
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the Havanese, more maliciously, says:
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which is the liberation of a rhythmical strain in the Spanish-like melody: or perhaps
European would be a better expression. An intuitive styling which, like language.
is the result of environment. It is the musical style corresponding to the prosodical.

It is curious to observe, and we have had the opportunity to verify it in Spain,
that musicians who visit us are surprised and they endeavor tc imitate this peculiar
manner of expression in Music.

Religion in Cuba:

Such an evident mixture as we have observed in language is seen in another of our
spiritual expressions. which is as sincere and spontaneous as the former, being an
ungovernable product of the irrepressible expansive power which physical and social
environment produce in the collective soul, as in music, that is, religious psychosis,
Here also the Spaniard fuses with the negro to produce a new and characteristic color.
The personages of African mythology are embodied in Catholic s2ints to such an
extent that Santa Barbara must now be placed at the medium point between her
white personality and that of the omnipotent Changé, the black Jupiter. This is
true of San Lazaro, the Virgin of Regla and the Caridad del Cobre, our two nation-
al virgins, which are also black, an unquestionable product of Cuban religious
sentiment. They are the symbolic exteriorization of a social soul of an essentially
religious nature, which in its desire for a life hereafter refuses to accept any certain
dogma, and at times professes incompatible doctrines in search of a divinity which it
is said, and never with more correctness than among ourselves, is everywhere. It is
the unconditional submission to the occult. .

Anyone who has lived in Europe realizes how different are the religious natures
of the American and the European, especially in the countries of the Americas where
the negro has mixed with the whites. Whence comes, therefore, this tendency to deify
all that which is unexplainable? Let us see how the keen sensibility of our poet Emilio
Ballagas places our religious atmosphere in the following portion of his Comparsa
Habanera:

Se asoman los muertos al cafiaveral,

En la noche se oyen cadenas rodar,
Rebrilla el relimpago como una navaja
Que a la noche conga la carne le raja.
Cencerros v grillos, giiijes y lloronas
Cadenas de ancestros * v sube la loma!
Barracones, tachos, sangre del batey,
Mezclan su clamor en el guararey

Con luz de cocuyos y helados aullidos,
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Spanish

anda por los techos el dnima sola.

Detras de una iglesia se pierde 1a ola

de negros que zumban maruga en la rumba,
Y apaga la vela.

Enciende la vela!

Sube el farol

Abaja el farel P

In European countries liturgy has always been bound to music and during ten
centuries it was considered that music’s only object was to contain and give relief to a
sacred text. ‘There was danger that in the development of profane music there
might be discovered a vassalage to and not an identity between religion and music.
The development of instrumental music definitely divided the fields.

In the black, the two qualities fuse in a spiritual flowering and the drum which
expresses the voice of Ecué is his incarnation before man. The rhythm is now divinity
1tself, _

If in the United States, where the negroes lived in greater submission and where
his music was subject to the influence of a diametrically opposed race, such as pro-
duced the Protestant choral; if in the United States, we repeat, African rhythm has
succeeded in dominating melody, what could have happened in our music where the
full force of the powerful vitality of the negro was unrestrained? This is the black
base of our musical expression from which springs our music, although at times it may
acquire an equivocal appearence due to the influence of adaptation.

Influence in OQur Melody:

We have attempted to demonstrate to what unsuspected degree the rhythm of our
music may and must be negro and we shall now endeavor to show the reason for the
Spanish influence in our melody.

Before going further, let us remember the reason alleged by Dr. Sinchez de
Fuentes in defense of his thesis on the survival of the primeval element in our music.
In turn we say that the songs with which our mothers lulled us to sleep in our in-
fancy are of Spanish origin: and if the voice we heard in the cradle can influence the
musical tendencies of a child, his play songs, in the age in which he avidly absorbs
and treasures all new sensation, will undoubtedly be the reaffirmation of such in-
fluence.  Yes, all those songs are Spanish. With what emotion we remember them,
always new and always old, when we discover them in the Spanish folk song books

from the far off mother country! Each and everyone of them are jewels of Spanish
folklore,

This folklore and that of Russia is the richest in Europe. Its wealth consists
above all in its modal variety, taken from the Gregorian chant, transformed to Mo-

(1) The dead wander in the canelields,
At night dragging chains are heard,
Lightning flashes like a razor blade
Which slits the flesh of the conga night.
Cowbells and erickets. and wailing women
Chain of ancestors. .. and up the hill!
Barracks, boilers, blood of compounds,
Intermingle their clamor in the auararey
With light of lightning bugs and icy howls,
a lone soul walks the roofs.
Behind a church is lost the wave
ol negroes who play rattles in the rumba.
And put out the candle.
Light the candle!
Raise the lantern.
Lower the lantern.
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zarabic in Spain. As this is an exclusive characteristic of Spain and Russia, the most
interesting data to determine the Spanish root of our musical expression lies in the
finding of these various modes.

A slight knowledge of the songs of the Cuban peasant brings the realization that
his melody is absolutely opposite to that of the negro, who can be said to have no
other voice than that of his drums (we are referring to the African native). If the
elements of our music are either negro or Spanish, there is no doubt that the Cuban
peasant’s song is an echo of Spain. And, if we also observe the instrument with
which the peasant accompanies himself, the sound register in which his voice moves,
the color of this voice and the dynamics of the song, we cannot but associate it with
the singing of Andalusia which we are hearing so much lately in Cuba. Note how evenly
is the dialogue between the voice and instrument (and the istrument is typically Span-
ish), one complements the other. Lastly observe the ending of our guajiras and pun-
tos, always on the dominant. This is the most interesting data in our opinion.

Almost as soon as We start our observation, we see that it is not a simple semi-ca-
dence to again return to the tonic but that the final phrase is a definite cadence. Our
filiation to the present restricted mode of major and minor may make us desire a res-
olution on the tonic. Proof that it is an unaccustomed cadence is that upon falling
on the tonic to resolve, our disappointment not only does not disappear but increases.
The fact is we recognized ourselves incapable of equitably satisfying the demands of
our emotions and of our classical education. If the former triumphs over the latter,
we decide to remain on the dominant.

Our peasant cadence is a derivation of that of Andalusia:
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which seems to be a semi-cadence of A minor, but which in fact is a cadence of an E
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tonic of the Phrygian mode: WOM peasant, without
1

attaining the completeness of the Andalusian mode due to impositions of our modern
musical structure, contents himself with conserving its cadence which is inborn in him.
On the other hand, the disciplined musician, endeavoring to conciliate his thoughts
with classic rules, must resolve and does resolve at times on his tonic, adding a coda,
foreign to his expressive sense, which should be reaffirmative, to the final phrase of
the piece.

Let us add to this data concerning the determination of the origin of the songs of
our peasant, the fact the peasants of the Sierra Maestra still sing Spanish rondelets
which are transmitted from generation to generation. The melody has become accli-
mated to our atmosphere but its origin is unquestionably in Spanish folklore. One
rondelet says:

Yo soy aquel que a Josue
Los Santos Oleos le diera,
aquel que nunca creyera .

y el que metid en el convento
los siete infantes de Lara. "

(1) I am the one who to Joshua
applied the last ointments,
He who never believed. . .
And he who pur in a convent
The seven infants of Lara.
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We see the Andalusian cadence used frequently in our compositions conserving its
typical succession of fifths, but already lacking its proper modal environment. As an
example, see the introduction of Sola y triste on page 116.

Among the oldest documents referring to our music, which have been conserved,
although dating only from the year 1803, is the San Pascual Bailon contradanza. In
its second part there is a slight strain of the mixolydian mode characteristic of Spanish
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If we accept the fact that the African negro melody was very rudimentary, it
would not be strange that all material which colors it so characteristically, at least
apparently, should be taken from the Spanish gamut mode, as would happen with the
Doric sixth which is frequently used in our Afro-Cuban music and in Spanish music
also. See an example in Yambambd page 148, in which in a ¢ minor Key, the e is
always natural while, in the six-eight part the f natural seventh degree of the scale
at a whole tone distance, reveals the character of the mixolydian mode. If this is
negro, then African melody was not so rudimentary. But it seems more logical to
believe that our Spanish-like musical organization has found in the negro ambient
an expansive opportunity which classical rules denied it and proceeded to interpret the
African by expressing its most profound feelings. It must not be forgotten that the
Spanish folkloric treasure is prior to the XVII Century. During the Renaissance
Spanish music began to feel the influence of the polyphony of the Flemish which re-
duces the modal field until everything is constructed on our present major and minor
modes. And in this might lie the force of Afro-Cuban music, in the combination of
a melody moded in the Spanish manner with the forceful African rhythm.

Finally, we might add that if the Spanish strain is present even in the melodies
which pretend to be negro, the marked Spanishness of some Cuban compositions must
not be considered as a result of an outside influence, but rather as a resurgence of our
most legitimate racial sediments. If the true Cuban music is the point of contact of the
two lineages —Spanish and Negro— any retrocession toward either may be considered
as an exaggeration of the Cuban. This exaggeration is found in the composers of the
past generation who leaned toward the Spanish; the present day composers lean to-
ward the negro.

Specific Rhythmic Characteristics of Our Music

Going only slightly into the rhythmic structure of our music we find that all its
melodic design is constructed on a rhythmic pattern of two measures, as though both
were only ome, the first is antecedent, strong, and the second is consequent,
weak. This happens not only in instrumental but also in vocal music. Qur songs,
where there is more reason for melody to extend its wings above the yoke of rhythmic
isochronism, shows this in the two four time as do those of six eight time. This adap-
tation of the melodic concept to the rhythmic pattern is manifested in such a manner
that the change of a measure in the percussion produces such a notorious discrepancy
between the melody and the rhythm that it becomes unbearable to the ears accus-
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tomed to our music. This is what Cubans, employing a very graphic term, call getting
in the way (atravesarse). The rhythmic pattern 1s the following: g Hﬁﬂ llr e |

and in six eight: § | Pi L 1L [11!: which the Spanish write: § 1 'L P12 L[] )

with which the concept of the composed measure becomes more evident. The melody

does not always commence with the accented measure: L Hﬁi—j{ T8 [ 4 ,.D l I )
but the stressed time of the accented or grave measure must coincide with the support-
ing point of the melodic phrase. When this is preceded by other notes, these are
considered as an anacrusis, even though they have a longer duration than a standard
measure. We have as an example the first phrase in the mentioned San Pascual Bailon

The point of support of the

contradanza:
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melodic phrase is in the B of the second measure (O . and the previous
fragment is rather an anacrusis of that B. If we desire to rhythmically accompany it

we would have to consider it as a weak part or arsis, so: [ rl ?; This anacrusis 1s

at times accompanied as a means of rhythmical preparation, marking the tempo of the
measure, by which the syncopation of the first measure of the rhythmical outline
accents its expressive value, See the following fragment of E/ Manisero by Moisés
v 4 by P v I A A W s
B T — L S — B
The rhythmical preponderance is followed even in the style which at first glance
appears to have gotten away from this rule through the rhythmic pattern of a single
measure which accompanies it. We refer to the habanera. We could leave out this
accompaniment and the melody alone would continue being an habanera, whose
character is due more to depth than form. Our best composer in this genre, Dr. San-
chez de Fuentes, has produced habaneras without employing their traditional rhyth-

mic chart: [ ] ﬂ | f

As an example we may cite his habanera Cubana and La Bella Cubana """ by J.
White. '

In the six eight measure we may take as an example a zarandillo, a specie of Guajira
of a Spanish work of the beginning of the XIX Century which is, therefore, contem-
porary with the mentioned contradanza, by which we prove how the Cuban expres-
sion, which was perfectly defined at that time, was capable of influencing the com-
posers of the Mother Country:

Simons as an example:
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(1) The compositions marked “*"" do not appear in this collection. They have been published in foreign coun-
tries and are known to the reader. ]
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And to remove any doubt that this rhythmical characteristic does not belong ex-
clusively to popular music, since the composers devoted to a higher art also follow
this truly national characteristic of ours in their works, we have the principal theme of
the Obertura Cubana by Alejandro Garcia Caturla:

..néfu {jﬂ S m’ﬁﬁn'f L

iy L] Jee— . 1 e ot | 1
1 =N 1 ]|

T b w am - =

q“d“ 4 ¢ > = ey

in which the melody, coinciding in accentuation with the rhythmical pattern is con-
ceived on its form and guide. ¢’ The alteration of the rhythmical order is of abso-
lute anti-musicality.

But that regular and isochronic succession in the accents of the melody at times
effects the logical resolution of the periods or phrases, and then we see how the metric
quality of the melody is altered or the rhythmical succession so inherent to our nature
1s interrupted.  This bappens frequently, even with the most Cuban composers who
generally favor melodic integrity. When the same composition passes into popular
hands, the rhythm almost always recovers its predominance. In the language of
the people this is called meter en los palos. (to put into the sticks). Let us examine
an example in La Negra Quirina” by Moisés Simons:
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Even though the rhythmical accent falls on the fifth measurs and corresponds
with; ﬂﬁﬂ . accented measure of the rhythmic pattern, the author momentarily
falsifies the rhythm to be able to coincide with the most characteristic rhythmical
moment of the phrase, which 1s its last measure (eleventh). So we have that the
first six measures of the voice are practically atravesados (in the way). When this
part is repeated in the chorus, the rhythm accent logically falls on its corresponding
melody, but when it reaches the sixth measure (of the chorus) the melody is again
atravesada in its rhythmical succession and continues so until the end. Many examples
like this could be cited.

The Claves:

But, what are the palos (sticks) to which we have previously referred? They are
our claves; two cylindrical pieces of wood which when struck against each other
produce a sound very like that of the wooden block, whose quality makes them stand
out above 2l the sonorous group, which it dominates with relentless authority. The
claves incarnate the rhythmical tyranny of our song and, breaking down its imuta-
ble formula, lead the steps of our dancers who follow the claves as closely as the shadow
follows the body. This explain the fact that the spirit of the dance always predom-
inates in our music. And, if we can say of Spain that the people there sing because
of the essentially melodic character of their expression, we can say of Cuba, as well

(1) The Phrygian mode may also be observed here, as with the melody on a pedal b-f tonic and dominant of b
the second degree ¢ natural appears at a distance of a semi-tone from the tonic, while the seventh d is at whole tone distance.
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as of all the Americas, that we are a people who dance, perhaps as a manifestation of
the unbridled dynamism in which humanity is living at present.

If we have gone deeper into this matter than seems justified, it is to our interest
in bringing out this rhythmical characteristic which is the basis of all music in Cuba,
1N our opinion.

We can speak only on hypothetical grounds concerning the origin of these repre-
sentative rhythms, but observing the transfocrmation which Spanish style has suf-
fered on being transplanted to our soil, we can logically believe that the six eight
measure was used first. In some samples of our genre, especially in the guaracha, we
frequently find a rhythmic sequence which demostrates the adaptation of the two
four to the original pattern of six eight. This sequence is:

§LRLDILLLNE [EAT L <dL ]

in which the two four seems a resolutive repetition of the motif in six eight. And
here we have the most characteristic rhythmical expression of Cuba: the cinquillo,
which is represented graphically by the composers in different manners in their desire

to attain an interpretation more suited to the true sound. First it is written: ! E I I

and later m" | | . To the natives of Cuba in whom this rhythm has already

become inborn, its interpretation offers no difficulty. The foreigner, preoccupied
with the adaptation of his own feeling to that of our music, according to his concep-
tion of such music, exaggerates the accentuation, and the rhythmical pattern becomes:

' H ﬁm That is why some composers Write our cinquillo as follows: H—i—i—l

3 T .
or: ¢J¢ l )L il It can easily be seen how the accented measure of our rhythmical

pattern in two four (i iﬁl I) is a simplification of the cinquillo in which the
weak accents have been omitted and which, on the other hand, are understood by
those who have penetrated the sentiment of our rhythms: @“,E. In trying to

make this rhythmic figuration more comprehensible to foreign sentiments it has also

s
been written as a triplet in quarter notes: g or also in this manner:
211 ) I

We hope that the claves which are heard outside of Cuba and which are irrespon-
sible in foreign hands both in the orchestras and on paper, will effect their prepon-
derance in our music and assume their just role of guide both in the interpretation
and in the elaboration of our musical thought.

Genres of Cuban Music

The first data we have on the music of Cuba is provided by José Maria de la To-
rre in his book Lo que fuimos y lo que somos or La Habana antigua y moderna, edited
in 1857. He says: ““The first reports we have of music in the Island are very
unfavorable; it being sufficient to note that negresses sang in the churches and that
among the instruments used was the giiro which is used today in the changdiis of the
country.” It is the negro and his rhythmical influence in our music which is in evi-
dence since the days in which our history began. Bachiller y Morales tells us of
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the zarabanda and other dances of the Mother Country and which must have been
danced in Cuba during the first years of the colonization, and also alludes to certain
songs of which he can only mention their names. And, lastly, Hernando de la Parra,
referring to the period from 1568 to 1592, tells us that “the dances and diversions
of Havana were pleasant and extravagant and conserved the roughness and lack of
culture of the Indian.” To the same writer we owe the names and class of indivi-
duals composing the only orchestra of the time. It was composed of two Spaniards
(violin and viola), a Portuguese (clarinet) and the horra free negress Micaela Ginéz,
who played the vigiiela. These musicians usually took their accompanists to scratch
the calabazo and tadir the castagnets. Here again we have the negro participating in
the beginning of our music.

The Zapateo:

Concerning the Zapateo, which is still the typical dance of our peasants, de la
Torre says that its origin seems to lie in the manchegas of Castilla la Nueva, asserting
that while hearing some tunes in La Mancha he seemed to be hearing the dolorous
ay! of our peasants even though they were accompanied by the guitar instead of by
the provincial tiple. The dance is executed by couples, man and woman facing each
other some distance apart, marking the fluent rhythm with the feet and keeping the
body motionless. The heel strikes on the floor, the short steps of the dancers and
the rhythm in general of the gestures which accent the dance could be no more elcquent
as regards the onigin of this dance. In itsentirety it is a variation of the choreographic
expression of Andalusia. The dance gives way to the song of the peasant who
entones his décima accompanied by the tiple and the giiiro, instruments with which
the zapateo is interpreted. The riple is at time substituted by the bandurria or with
the tres which is similar to the guitar and has three double strings. The gliiro, a specie
of long squash, dried with a hardened rind, amplifies in its hollow interior the soun:
produced by a fine wand of hard substance when scratched against transversal cuts
made on the surface of the giiro. See example of Marin Varona Zapateo taken from
his Potpourri Cubano.
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The fact that the zapateo interpolates guajiras in the dance supports the supposi-
tion that the guajira already existed independently of the zapateo. The same may be
said of the Cuban punto and of all generic gamut of the songs of our country folk,
which have a wide variety of expressive shadings and of which the professional musi-
cian of the nation’s capital know very little. The briefness of this article does not
allow us to go into this matter extensively although it is worthy of full discussion.
We shall, however, mention two examples which are genuinely peasant and have a
marked folkloric flavor. Compare them with the pieces appearing in the collection,
of peasant character (pages 10, 84 and 163) but which have been subject to rules of
form achieved with detriment to the characteristic fluidity and spontaneity of our
peasant songs:
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We have already spoken in the foregoing pages of these melos.

The oldest document which we possess concerning our music belongs to the con-
rradanza, that is, the San Pascual Bailon already mentioned in these pages, dated
1803. The contradanza is of European origin but was acclimated in Cuba, subject to
what influence? José Maria de la Torre affirms unmistakably: ‘"The contradanza
music is still admired even by foreigners, and when it is composed by the colored
people it has more popularity among the natives. While we were in New York we
became acquainted with an Italian professor of music named Velleti who greatly
loved the Cuban Contradanza and who used to urge us to play them constantly. He
himself played them with admirable taste and perfection without ever having been in
Cuba. He used to say that it was a music of singular accompaniment and full of
life, animation and pleasure.” It was even then a Cuban specialty which had lost its
original features to the point of seeming uncommon to an European who enjoyed
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the discovery of that new expression. What was this odd quality? He said it was
the accompaniment “‘which gives it 1if and animation’; that is, the rhythm undoubt-
edly superimposed by the colored pecople.

SAN PASCUAL BAILON
CONTRA-DANZA
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In the example which we give, the melody has that strain of Spanish mode of
which we have previously spoken and which we would not find today in any genu-
inely Cuban composition; but, at the same time, it already appears outlined on the
same rhythm pattern of the present claves which govern our song. It is, therefore,
a native product in which the white strain is the most ostensible. The zarandillo
which we have shown in previous pages, taken from the work of Lopez Chavarri
Popular Spanish Music (page 93) belongs to the same epoch. Chavarri says: ‘‘La-
ter the Peninsula (Spain) was invaded by the Napoleonic armies and the tremendous
crisis awakened the nation’s patriotic sentiment, causing the revival of pure forms and
styles of popular music: songs and dances of the masses, memories of tonadillas,
outpourings of the peasant spirit which welled up again with great vitality and are
the intense pulsation which still exist in the nature of all Spanish regions. To them
must be added the musical influence from America, in many cases of Spanish origin
acclimated in America by contact with the music of the country or with the music of
the African slaves transported to Spain.” So, when the first record concerning the
beginning of Cuban music appears at the end of the Eighteenth Century and first
part of the Nineteenth, two of what we may term the three forms of the present Cuban
music had been defined: the peasant, which conserves the most pure Spanish essence,
and the urban music, in the ballroom dances, we might say, where the Spanish accent
and the already adapted rhythmical spirit of the negro fuse in joyful expression.

The third form had its origin in the naturally musical nature of the African, how-
ever rudimentary, and must be considered in fact as prior to the second form compris-
ing the ballroom dances. This third form follows a process inverse to that of the
second in which the Spanish constructs its rhythm under the auspicies of a negroid
spirit. The negro, by now Cubanized, constructs his melodies, which were barely
outlined by his ancestors, with a more Spanish-like amplitude. They represent the
veiled complain which comes from the slave quarters, refined by the American
environment on contact with the colonial melos, intended for Spanish ears and arising
from an imperious and well defined desire: the desire for liberty. It is now the Afro-
Cuban who explores, captutes and conquers in the realm of the white where the seed
of another independence is still latent. The unrecognized power of that hidden
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restlessness finds its truest expression in rhythm. The thythm, which materializes
all the religious abstractness of the negro, which is the divine force and voice, invades
everything, penetrates and subjects everything to its all-embracing domination. This
is why, although musicologists, such as Adolfo Salazar, believe that "the negro is an
element superimposed in our vernacular art,” it may be asserted that even when this
may be applicable to melodic expression, the epidermis of music (which has not
been diluted by the most profound expression which came from Spain), the spirit,
which is the mold containing and giving form to this expression, which is already
ours, is negro: likened to vengeance of the spirit over matter.

Tt might be asserted that at the time when José¢ Maria de la Torre wrote his book
(1857), the Afro-Cuban style. as we call it today, had already produced its most
characteristic genres among which we must preferentially mention the clave. If the
author of What We Were and What We Are does not make any mention of the
negro. it most surely is due to the influence of the same prejudice which makes him
state that it was not favorable to our music to have negresses singing in the churches.

The clave in its origin was a composition to be sung by choral groups, accom-
panied by rhythmic instruments (such as drums, rattles, claves, etc.) who formerly
went from place to place through the streets of the city. These groups were composed
of negro slaves who were permitted certain days for this joyful demonstration. The
most outstanding date was King’s Day. Men and women, wearing colorful costumes,
keeping in correct formation, would go through the streets sin ging the songs which they
had prepared and rehearsed as a choral group of popular character would de. The
groups themselves were generically known as claves. while each group had its own
peculiar name, generally taken from the animal kingdom due to the reverent attitude of
the negro toward nature. See a Clave Song of a group known as the Bibijagua which
was sung in the last third of the past century:
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We now catalogue our genres within each of the three styles into which we might
separate Cuban music to make them more understandable. The degree of concentra-
tion of each basic element is not necessarily the same in each genre, but their classifica-
tion in each of our three groups, in our opinion, 1s unmistakable.

Thus, we place our peasant music: zapateo, guajira and punto, with all the varia-
tions and sub-genres which the singing peasant employs, in the border of the Spanish;
the habanera and cancién also fall under the classification closest to the Spanish. In
the group closer to the African we would place, following a descending order from
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the negro, first the songs and dances of the Afro-Cuban ritual, in which the bembé
(oration) genre is properly cultivated, and that of the Nifigos in Cuba; the African
tango generically known as tango congo. the conga, the songs of the comparsas, the
clave and the rumba. In this sector of our music the same thing has happened as
related in discussing the songs of the peasant; also, when we reach the lower social
strata of the negro we find a series of genres not cultivated by our musician but which,
nevertheless, should be carefully studied to determine if the negro is in fact the trunk
of all our rhythmical branches. Lastly, in the form group which we would classify
as second because the influence of the two racial contributions is more equitably
shown, we would place: the contradanza, the danza, the danzén, and its variant the
danzonete, the son, the bolero, the criolla, the guaracha, the pregén, the ballroom
conga and the cancién itself, which offer an infinite variety of shadings.

Genres Bordering On The Spanish:

Regarding the zapateo, the guajira and the Cuban punto, we have already pointed
out their characteristics. In conclusion, we shall say that the punto has always been
written in a major key, while the guajira generally has its first part in minor and the
second in major. These genres are written, except in very rare cases, in six eight
time. See E! Arroyo Que Murmura, Paisaje, and Junto al Rio on pages 10, 84
and 163.

As an adaptation of the peasant to foreign genres, see the Lamento Cubano, Jun-
to a un Canaveral and Como Arrullo de Palmas (pages 106, 108 and 101) In the
latter, the first part is impregnated with the country environment described by the
words. Within this first group there might also be included Gonzalo Roig’s Ojos
Brujos”.

The HABANERA is possibly the most universal of our musical genres. This is
demonstrated by the Spaniard Sebastidn Yradier and the Frenchman Jorge Bizet,
the former being the author of La Paloma and the latter of the beautiful Habanera of
his opera Carmen. The first composition is considered by foreigners generally, and
particulary by North Americans, as typically Spanish to the point of adopting its

rhythmical pattern (ﬂ ﬂ | l) , which is the rhythmic chart of the habanera

when they desire to give a composition a Spanish character. We, the Cubans, do not
know what nationality to assign to La Paloma, and, if we wish to consider it as
Cuban, considering that Yradier resided in Cuba some time, we could only do so by
virtue of naturalization. The Argentines, although at present they seem to endeavor
abandon the original form, construct their tangos on the same rhythmical pattern of
the habanera. It may be said that Carmen’s habanera is more or less a Spanish tan-
go and it may even be asserted that Bizet did not attempt to depart from the Span-
1sh environment even in this brief instant. That is, he considered this genre as chat-
acteristically Spanish. Otherwise, he would not have employed it in such an out-
standing moment of his opera, which is his master work. " But an habanera which
has conquered far off regions and proclaimed the authenticity of our most legitimate
expression more than the habanera Tu, by our most Cuban composer Eduardo San-
chez de Fuentes, has never been written. Because, as we said when referring to our
most characteristic rhythms, the essentially generic of the habanera does not live in the

(1) It is asserted that Carmen’s Habanera is an arrangement by Bizet of g song composed by Yradier during the time
Bizet was in Seville searching for a theme for his opera.
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rhythm of the melody, but in the spiritual quality expressed in its soft, sweet,
graceful variations, like the language of our patricians, impregnated with the spirit
of Spain, which is the constructive source of our race and from which seemingly we
are departing, propelled by our dominating geographic forces.

Various opinions are held regarding the origin of the habanera. Felipe Pedrel,
eminent Catalonian musicologist, points out a very significant similarity between the
zortzico, Basque air and the habanera. Sanchez de Fuentes, the compositor who has
cultivated the habanera with greatest success in Cuba, denies this similarity between
the habanera and the zortzico and attributes to it an ascendency which originated in
the Cuban pre-Colombian musicians. This thesis is strengthened by an assertion of
D'Harcourt in his book Music of the Incas. According to D'Harcourt, the rhythm

structure of the habanera ( ] [ ﬂ | ’l ) 15 found in the music of the Incas and, as

he also finds it among one of the oldest people of Asia, he considers it of Asiatic
origin. We know that the Indians of the American continent are descendants of the
first Asiatic peoples who crossed the Bering Strait. If, however, we accept the theory
that our melody is constructed on a Spanish-like spirit, it might be that our habanera
is an adaptation of an environmental or regional musical production to a rhythmical
idea already existing in the musical treasures of Spain. The simplicity of this rthythm
also suggests that it may belong to the sphere of universal ideas. We repeat that, in
out opinion, the essential generic characteristic of the habanera lies more in the melody
than in its rhythmical pattern. Eliminate this rhythmical pattern from the genuinely
Cuban habaneras and the expressive sentiment of the melody will continue revealing
the characteristics of the habanera in its phrases. The habanera Cubana” of Sinchez
de Fuentes, as well as the Bella Cubana™ of White support this assertion. Its rhythm
structure may be considered as its creative guide, but if the composer is not imbued
with Cuban feeling the product will never be an habanera in the most strict sense of
the word, as its spirit lies in its environmental shading.

The habanera was also a dance, although as such it disappeared from our Island
a long time ago and, while it is written also as a song this phase too is dying out due
to the lack of atmosphere which it so faithfully reflected: that of the second half of
the Nineteenth Century. Some compositions called songs by their authors are never-
theless real habaneras. See Flor de Yumuri on (page 42). Others, such as El Qui-
trin, by the same author, Jorge Anckermann (page 38), employ the characteristic
movement of the habanera to describe the rhythm of the Cuban period which it so
graphically synthetized. On page 4 there is also the habanera T u.

THE TROPICAL WALTZ. The Vals Tropical was, as a dance genre, a con-

temporary of the habanera, expressing an environment similar to that which origin-
ated the habanera and it has also disappeared.

The CANCION. Due to the wide meaning of the term cancién (song), which in
reality comprises all compositions written for solo singing, it is difficult to determine
exactly where the genre of our cancién properly begins, and where those which also
use the voice and words as means of expression ends. We may, however, guide out-
selves to determine this by the fact that some of our vocal genres originally were dance
forms, some of which even belong to both. Really, all our dances may be accompa-
nied, and at times they are, by the voice and words, from the habanera to the danza.
The cancién must, therefore, include those compositions which originated indepen-
dently of the dance forms and which at times seem to try to escape from the tyranny
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of the representative rhythms to which all our musical organization is submitted. See

as examples Confesién, on page 75, whose melodic development, ingenuous at times,
is impregnated by the purest Cubanism, and also Es el Amor la Mitad de la Vida,
on page 7. o

Unfortunately, the predominance of the dance over the cancidn increasingly
reduces the possibilities of our composers, especially the intuitive type who been more
prolific in this field.

The historical antecedents of our cancion has perforce to be far off if it 1s considered
that the guajira was already a song which opposed by contrast the rhythm of the
dance in the zapateo: therefore, as a typically vocal genre, with envircnmental charac-
ter as much its own as those which had already been acquired in the dance. José Maria
de 1a Torre also tells us of ‘‘some canciones of no mean merit’’, contemporary of the
remote zapateo, concerning which he writes. It is, therefore, of no importance that
the term cancidn, in the definite generic sense we are now giving it, was later applied
to the songs which El Regaién de la Habana mentions in the year 1800, such as La
Morena, El Cuando, La Cucaracha, Que Toquen la Zarabandina, etc., which had
picturesque words certainly adapted to the airs of the danza. But up to the Eighteenth
Century, in which the fashion of the bell canto invaded the Island as an echo of Euro-
pean developments, the cancién did not attain a social category, we will say artistic,
permitting it to rise from the street to the salon. It is probable, however, that the
purest of our popular sentiment then passed unnoticed by the elite who lived in a false
culture which they did not intimately feel. Thus, the first songs reaching us through
the press are influenced by such a marked Italianism that today we cannot accept them
as the sincere expression of our people. See the first period of La Corina. cancion of
the year 1820, which seems taken from an Italian aria.
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But this Italian influence reaches us, as we have previously seen, through Spain
itself, where the Opera had attained such domination that Italian singers captivated
the royal will with their voices, as did Farinelli, intimate of Philip V and Ferdinand
V1, who influenced public affairs and the musical evolution of Spain. [Lépez Cha-
varri tells us of this influence: ‘“The divorce between popular and courtesan arts was
absolute: the invasion of Italian opera then took place, rapidly obtaining possession
of cultured audiences. This invasion was later to harm the development of nation-
al art. The soul of the masses took refuge in the tonadillas and transferred to them
the songs and dances which were not cultivated in urban environments.”

If Cuba’s culture was guided by irradiations from Spain, where the tradition of
the Victorias, the Guerreros the Morales, and the Salinas existed, and where despite the
existence of the fecund root of the richest musical folklore of Europe, Italian virtuo-
sism smothered the national accents, let us consider what happened in our land where
everything was still in a formative period. It is not strange, therefore, that if in the
Mother Country the soul of the masses took refuge in the tonadillas as the most
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accessible means of expression, in Cuba the repudiated melody of the people and the
irredeemable rhythm of the slave should fraternally unite. Note the difference
between the canciones mentioned, which are affected and false notwithstanding that
they are models of the period, and the sincere grace which characterizes the contempo-
rary contradanza. It would not be venturesome to say that such a notoricus sub-
serviency of the cancidn which struggle in vain against the tyranny of our rhythms,
was born in the moment when, defeated and battered, it submitted to the African
rhythm, to which it surrenders its liberty in exchange for an opportunity to survive.
In its negro refuge it struggles to return to the clear light of its origin, but it emerges
with a tattoo of claves, the umbilical cord which unites it to its ally, the
African. Thus the clave is emancipated, surviving in the criolla while the bolero en-
deavors to shed its borrowed costume, becoming slower, more of a2 cancién without
attaining anything other than becoming so slender that its costume is uncomfortable.

The criolla advances further than the bolero on its road to freedom, allied to the
peasant song which maintained itself at a distance from the operatic tinsel. See the
deliciously emotive works of Sindo Garay’s Guarina and La Bayamesa and that of
the very Cuban Gonzalo Roig, filled with the perfume and freshness of our country
morning, Ojos Brujos,” or the romantic and tender plaint which arises from our almost
sickly sensuality in Mi Canto Eres Tu. by Jorge Anckermann, (pages 12, 15 and 46).

The bolero not only becomes slower so that it may be sung easier, as in La Clep-
téomana (page 110), attempting by diversion to elude a rhythm which interferes with
the melodic interest and is unnecessary as the melody is built on its most outstanding
accents, but associates itself with the criolla and even with the cancidn to attenuate
the harshness of its rhythmical yoke. This is true in Ahora Que Eres Mia (page
167. We would not say the same of Quiéreme Mucho® or of Como Arrullo de Pal-
mas, because the bolero lives in its own environment whose characteristics are that
grace, intranscendental, we might say, lyric, lacking the dramatic shading which is
more appropriate to the romantic cancion.

Imbued with that romanticism, although always with Italian ornaments, is Isabel,
which is always remembered with melancholy by our grandmothers, as it marked an
epoch in the last third of the past century. Asan example:
| Lenlementle .__

F,

//{y u-na + w-da rvtéwzfz'-ci?fm’a—za - lan ca-ry-

The patriotic cancidén had already led thought into more sincere manifestations
and the banal foreign Italian style, which reaches its height in the grotesque man-
nerisms with which our troubadours emphasized it, began to decline. This Italian
influence whose essential characteristic, as we said, was the vocal virtuosism, had
overloaded our cancién with the melodic flourishes of such style. These flourishes
were almost always drawn on one single syllable, always repeated, which in Isabel

becomes: ‘or 1n another cancion whose first

part ended: they ended:

de e can- ceop ae e can — ceop
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an understanding of that which had previously been considered as culture and trying

to improve its purest sentiment, merely threw the falseness of the courtesan culture

into relief and made it ridiculous.

Later the cancidn seeks its accent, sentimental and candid in its spontaneity. The
Cuban cancién, while influenced by the Italian style which the opera imposed in
Spain at the beginning of the Eighteenth Century, represents an effort toward an
emancipation, whose exact degree of attainment at the present time we cannot detet-
mine. It uses the most varied forms for its expression, employing rhythmic measures
of three four, six eight, quadruple or two four time. This expression is tender, plain-
tive, melancholy, sentimental, romantic and is developed in the most measured harm-
onic environment. [here are at times agreeable modulative surprises aided by a slow
and dramatic style which follows classic technique in expression. So it happens that
the second voice, characteristic of our most typical canciones, acquires through the
imitative style which it displays a prominance which is often superior to that of the
primo, leading voice. The guitar, which is the most appropriate instrument for its
accompaniment on account of the intensity of the expressive accent obtained from
its strings, takes a restless participation in the entire development of this charming
dialogue.

Our canciones were many times even written for six or eight voices.

Listening closely to those magnificent exponents of our national lyrics, Sindo
Garay, Alberto Villalén and Rosendo Ruiz, as well as many others less well known
due to the confusion reigning at present but who are by no means mute, we can
understand why our melodic expression should, in the near future, consolidate the
conquests started by the force of our rhythms.

If we consider the disciplined musician, whose expression has undergone evolution
in contact with an environment of greater culture, we could say that the cancidon has
been enriched with a harmonic structure more in accord with the tendencies of the
moment; that our composers universalize our cancién without affecting its specific
Cuban character. This character, God forbid, does not lie in the poverty of the
expressive mediums but in the intrinsic quality of the expression itself.

We would not say, however, that all harmonic processes because of their modern-
ity fit into this evolution. In the same way that we speak of trends, or rather of
melodic environments which are characteristic of each region, at the present time when,
vertical writing, given impulse particularly by Debussian impressionism, which has
taken root with such fecundity in North America, invades the world, we can also
speak of characteristic harmonic environments. But here we also find the dissociating
source lying in ambush.

The popular music of North America, jazz, which is exercising an influence on
the evolution of our music, takes over and adopts harmonic formulas from French
impressionism which animated by a negro rhythm result in the creation of popular
music out of what was exquisitely artistic in origin. But impressionism reaches only
the exactness of expression in its creator, all possibilities being closed behind him.
The great mass of the American people embraces only the shell without penetrating
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its inner contents. Certain harmonic formulas are repeated incessantly and with
time become a limitation and an empty mannerism. The melody reduces its field
enslaved by a harmonic environment which generally precedes its conception. This
harmonic environment with its sequences of ninth cords (which Debussy so well
exhausted), the added sixths, the combination of the pentaphonic scales, etc., have
created a style which is now the popular music of the United States. Let us repeat
that we are referring to impressionism in North America as an element of popular
expression. We know what artists like Gershwin, Henderson, Varesse and others have
produced.

This style has taken hold on our young musicians who prefer to follow the line
of least resistance and adopt ready made creations instead of finding and developing
something of their own. If our melody, which is already bound to rhythm, is sub-
mitted to the requirements of formulas in harmony, which besides are not new, it will
die regardless of our strong Spanish tradition. We have already seen, and this is
more noticeable in youths who cultivate the negro music, melodies bound to forced
harmonies of such marked North American type that they seem scandalous to sensi-
bilities accustomed to the healthy freshness of our melos, which threaten to disappear
due to lack of comprehension on the part of those who should be their most enthu-
siastic supporters.

The case is different with musicians who endeavor to express themselves in the
highest forms of art: symphonic, choral or even the cancidn elevated to an artistic level
similar to the lied. Those (the majority) who enjoy research in the original negro
soutces, closing their eyes to the ancient and bursting chest which is a legacy of noble
Spain, find, rejuvenate and stylize faithful equivalents of our Afro-Cuban sonorous
arsenal, without losing our negro-Cuban characteristics through foreign affectations,
despite the heaviness of the product at times. Let us turn our eyes toward these
musicians and study the possibilities offered by the new road which has its origin in
the well defined cultures of the purified environment of mother Europe. Let us learn
from Europe how to be Americans.

As an example of the cancién in an advanced stage of evolution, see Vivir Sin Tus
Caricias and Corazon, (pages 62 and 59) two of the many by the mentioned author
Sanchez de Fuentes. We should also refer to the canciones which their author calls
lieder, by Guillermo M. Tomas, late Cuban musicologist, but their quality does not fall
within the scope of popular music to which this article is limited. We can say the
same of Motivos de Son by Amadeo Roldin and Alejandro Garcia Caturla,

THE THEATER: When the Cuban theater, where the racial duality we have
emphasized can be observed (in the two caricatured types-the negro and the Galician),
has endeavored to accent its dramatic quality, it has followed the lyrical forms of
the [talian opera or the Spanish zarzuela (musical drama) without regard to how
purely Cuban the production might be. Generally, however, theatrical productions
are adorned with pieces of music which do not belong, generically speaking, to lyric-
dramatic nomenclature, such as boleros. canciones, guarachas, claves, sones, rumbas.
Some of these became stylized by contact with the stage environment making them
spectacular, among which are the clave, the guaracha and even the rumba itself; the
two former genres survive thanks to the stage which presents them as living documents
of our past.

Tending toward a more authentic dramatic quality, there appears the type of
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romanzas which Ernesto Lecuona composed for his zarzuela Maria la O, depicting
Cuban customs. This is a favorite with our masses of which it is a reflection. There
are enthusiastic followers of this type, such as Maria Belén Chacén, by Rodrigo
Pratts. (page 118).

The most cultivated of our theatrical genre is the sainete (one act farce) on
matters of current interest, which lack artistic value. But seriously conceived works
are also produced some of which attracted the attention of foreign critics. Out-
standing among these is La Virgen Morena, a zarzuela with libretto by Aurelio G.
Riancho and music by Eliseo Grenet which had the greatest run of any Cuban work
in Spain. In the same class is Lamento Esclavo, (page 88) the pristine simplicity
of which has conquered all peoples, and Mi Vida es Cantar, (page 160) whose echo
can still be heard in Spain. Nifia Rita, by the same author, collaborating with Ernes-
to Lecuona, was presented with less success although it obtained applause on all
stages of Spain. The tango-congo of world fame Mamd Inés" appears in said work
by Grenet and revealed the genial Rita Montaner as our best interpreter of this genre.
In March 1935, the latest zarzuela depicting Cuban customs, with music by Eliseo
Grenet, La Camagiieyana, was presented in the Teatro Nuevo of Barcelona.

Prior to these, La Nifia Mersé, by Moisés Simons, was presented in the Teatro
Calderon of Madrid. But the greatest success of this Cuban composer was attained
with T'oi se Moi, presented in Paris in 1934. While this work represented the tri-
umph of a Cuban artist, it can hardly be credited to our music as it was written and
presented for French taste.

Cecilia Valdés, by Gonzalo Roig, which has never been produced abroad, is a
favorite with our public. Its score raises the lyrical element of our vernacular theater
to a higher level. Also should be mentioned the works of Ernesto Lecuona with
libretto by Gustavo Sanchez Galarraga Maria la O, Rosa la China, El Cafetal, and
others.

We should not forget to mention José Marin Varona, the brothers Manuel and
José Mauri y de Palau, who gave the greatest impulse to the popular theater at the
beginning of the Century; nor Jorge Anckermann who was highly successful as the
head of the Teatro Alhambra company, home of the most patent Cuban popular art,
which has given way before the advance of the sound films. Jaime and Rodrigo
Pratts have also promoted our lyrical theater productions.

We have referred only to popular works with which we are more concerned in
this article up to the present. In the field of Opera, Cubans such as Gaspar Villate,
whose Baltasar was heard in Madrid and Paris and recently in Havana; Laureano
Fuentes, author of Setla; Ignacio Cervantes, author of Maledetto; José Mauri, au-
thor of La Esclava; and Eduardo Sanchez de Fuentes, author of Doreya, La Dolorosa
El caminante, El ndufrago and Y umuri have produced meritorious works, some of
which have appeared on the most famous stages of Europe and have contributed to the
aggrandization of our country.

The ballet was cultivated with success by our late Amadeo Roldin, whose loss
truncated hope of our symphonic art and who produced E! Milagro de Anaquillé
and La Rebambaramba, of an Afro-Ciban savor employing the most modern technical
means. Eduardo Sinchez de Fuentes is completing the score of his Dioné whose
theme is based on a modern legend.
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The moving picture industry at present offers us the infinite possibilities of its
technique. The first trials in the vast field of this new and complex modality of
art consist of popular compositions by Gilberto Valdés, which are distinguished princi-
pally for the realism of their negro scenes.

Now we shall refer to the genres which have the elements of the negro and the
white in better balance.

GENRES OF EQUITABLE BLACK AND WHITE INFLUENCE: The con-
tradanza is the oldest of this type. There is little more to add to the observations
concerning the contradanza given when describing the three forms of our music. Its
form consists of two parts, of ten and six measures each. The character of the second
part is better defined than that of the first “and the intention of its style 1s more
pronounced,” to quote from “Folklore in Cuban Music”’ by Sanchez de Fuentes.
They were written alike in two four and six eight time.

The contradanza was the root from which sprang the ballroom danza 1n the
second half of the past Century, the danzdn which appeared in the last quarter of the
Century, and the danzonete, in which the danzdn allies itself with the son to which
it cedes the last part. This evolution is still under way, as we have observed.

Qur contradanza, as a dance, belongs to the so-called square dances in which all
the couples in the ballroom collaborated to form diverse figures. These were called
Parade, Chain, Sostenido and Cedazo. Let us see how they are described by Dolores
Maria de Ximeno in the Revista Bimestre Cubana under the heading Those Times.

... in the period of Dofia Justa, at the beginning of the Century (XIX),
dancing was original and odd. The couples were placed along the ballroom, the girls
on one side, their partners facing them in a long row. The first couple on one end
started the dance, dancing the full length of the empty space. This was called Open-
ing the dance. Immediately, another couple started, and then another, until all were
in motion. The position of first couple was highly desired because of the opportu-
nity of distinguishing one's self which it offered. So much was it desired that the
couple would arrive early at the dance with benches or stools and take possession of
the place where the first couple would be situated to hold the right of Opening the
dance. Regarding its origin, Sanchez de Fuentes, following opinions of Pascual y
Ferrer and Serafin Ramirez says that "it is English (country-dance) imported by
the French who visited us in the Eighteenth Century”’. However, Max Littré, the
critic, considers that the rustic dance of the English which was in vogue in France
during the Regency has been confused with the primitive contradanza. Paronymy,
he adds, has confused these two completely different dances under the same name.
On the other hand, José Miguel Macias tells us in his Cuban Dictionary published in
1885: “Modern dances are known in the Island; but the danza criolla is the most
favored. This Cuban dance is no other than the Spanish contradanza modified by
the climate’.

Among the composers who have cultivated the contradanza with most success is
Manuel Saumell, who died in 1870. “It may be said without doubt that he was
the pioneer of the Cuban Danza.”

THE DANZA: This seems to us to be an evolution of the contradanza in which
the second part accents even more the character which distinguishes it from the first.
Originally, it was still danced as a square dance, but as we knew it in its last period it

N



was danced independently by couples. It is probable that the rapidity of the dance,
which made it unsuited to our clime, led the danza toward the slower rhythm of its
successor. This is the only reason to which we can attribute the disappearance of
this dance from our ballroom for it was full of joy and tropical gaiety and was played
with the rhythm of sudden contrasts of six eight and two four time. Only twenty
years ago it was the highlight which ended our dances. Being substituted by the
danzon, it became the refuge of the most personal and intimate musical thought of
the composer, achieving a style free from its original subordination to the dance. This
marks the beginning of the period of style of Ignacio Cervantes Danzas written for
the piano and known all over the world. (See pages 1 and 2) Many of them rise
above their primitive vassalage to the dance only to submit to the description of extra-
musical ideas which was a tendency of the period in which our composer lived: but on
many occasions they are the exteriorization of the purest musical idea, brief, nimble,
subtle, like the outshoots of a recently sprouted seed.

Laureano Fuentes embellished them with an elegant and sober style, and Ernes-
to Lecuona, who has enriched the genre with his abundant production, has redeemed
them definitely from the dance steps. His control of piano technique makes him
dally with delicious sonorities of a realism which is at times surprising and in which
the idea bubbles in the impenetrability of a thythm which is uncontrolable, dominat-
ing and obsessing. The Comparsa” is the most popular and one of his first works.

Well known also are Ahi Viene el Chino, , La Danza Negra, Danza de los Ndfigos,
Porque re Vas, Primorosa, En Tres Por Cuatro, Bailabla la Negra and many others
in most cases inspired by popular themse which Lecuona describes with charming
fidelity. His production in this genre constitutes the most interesting manifestation
of this highly popular compose:.

Alejandro Garcia Caturla, after writing his Danza del Tambor, for the piano,
basing his themes always on the Afro-Cuban, elevates the genre to the orchestral level
with his Tres Danzas Cubanas which vibrate with the stridencies of our negro
environment.

We might assert that all our composers have cultivated this genre, adopting a
reverent attitude and baring their innermost feelings, before the door opening into
the noblest stream of pure music in whose fleeting briefness we seem to divine the
palpitating sources of the grandest Cuban form.

THE DANZON: In the year 1879 Miguel Failde, colored musician, wrote the
first danzén, which was entitled Las Alruras de Simpson. It had its premiere in the
club now known as Liceo de Matanzas.

"Possibly a certain black influence can be discerned in its basic rhythm, as in other
sectors of our music; but its morphology is not comparable, either in accent, continued
rhythm or pattern with the rumba or the clave which, as we have said, always bear
unquestionable evidence of their African stamp.”

We quote these words of Sinchez de Fuentes in support of our classification of
the danzén in our second group as an inmediate descendant of the danza.

When we spoke of the knowledge which Spaniards have of our music, we said the
habanera and the danzdn represent our genre to them. The Diccionario de la Lengua
Espaniola defines the latter as a Cuban dance similar to the habanera; but while the
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movements of the danza may have a certain rhythmic analogy, the danzdn is more
ample and has undergone more evolution than the habanera. In effect, in the danzon
we may observe the same contrast of movements as in the classic form of pure art:
These movements are, substantially allegro-andante-allegro.

The danzén is written two four time and begins with a part of eight measures
called introduction, which is repeated to make a total of sixteen measures before
entering the clarinet part. Even though there 1s no interruption between the two
parts and the rhythm is always sustained in the same time (considering that the slight
acceleration in the latter part is hardly perceptible), we can assert that insofar as
style is concerned the first part has more movement than the second because, as its
name indicated, it is written for the agility of the clarinet and in the charanga, which
does not have a clarinet, the flute takes the part. In this latter case the music some-
times rises to the heights of virtuosism in passages written with quick notes where the
technique of the flutist can be displayed with one of the old five key instruments in
its highest range. These notes ate at times demisemiquavers and double demisemi-
quavers. The first part generally reaches sixteen measures, returning anew to the
introduction which serves as a bridge to unite the different parts. From the repetition
of the introduction the piece goes into the violin part, which due to a Jonger duration
of the notes offers a slower tempo which might correspond to the andante in the classic
form. Its length is generally thirty-two measures. Returning again to the intro-
duction, the piece goes into the third period or part, which almost always has the
faster movement of the rumba. This acceleration, as a contrast with the second part,
is obtained, as we have said, by diminishing the value of the notes which gives it a
faster tempo. When the son oriental took root in Havana around the year 1917, it
substituted the rumba theme in the thied part of the danzdn, adapting itself to the
faster movement of the danzon.

The danzdn is built on our fundamental rhythm pattern with a sustained peri-
odical succession which shows the figuration of the cinquillo in the first of its two
measures, essentially inherent to the movement of this dance genre which is so char-
acteristically Cuban.

As we have seen, its structure is of classic form, giving it an artistic tendency
which its detractors refuse to recognize, calling it a musical blunder and considering
it only as a degeneration of the danza. We consider it rather as the logical evolution
of the dance, which not only becomes slower but introduces a pause or rest for the
dancers who stop during the introduction repeated at the end of each part to recover
from effects of our warm climate. In the purest musical sense, we have already
shown how the danza becomes a receptacle for the most intimate expression of the
composer.

The contemptous opinion held by some regarding our danzén may have been
influenced by the taste with which the majority of these are constructed. With
composers following the line of least resistance, as said above, it frequently happens
that the entire dance. which is our longest, has only eight original measures, the intro-
duction. At times not even these are original and we find expression so foreign to
us as operatic airs, Argentine tangos, Spanish couplets, American fox-trots or the
most noble themes of classic repertoire ‘‘shoved between the sticks of our claves”
with the most scandalous irreverence. The abuse of these methods stagnated the de-
velopment of the danzén and when in the year 1916 the first group of American
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negroes surprised us with the stridencies and acrobatics of the jazz band and the dy-
nanism of their disarticulated dances, the taste of the public adopted this new mode,
which awakened the most unsuspected emotion to an interest lost in the confusion
which had invaded Cuban taste.

Up to that time the names of Raimundo and Pablo Valenzuela, Felipe Valdés
and Félix Cruz had become well known. They filled the great salons and outdoor
fetes with the sound of the coppers and wood of the typical orchestra struggling for
supremacy and with the thunderous rhythm of the tympanos which, freed from the
discipline to which they were subject in the classical orchestra, endeavored to attain
the highest plane in this anarchy of plebeian stridencies. The note of highest color
was given by the cornet which as the chantecler of the band took over the introduc-
tions imposing a dominance sustained by the artifice of its variations which were
traced on the original melody thus renewing the enthusiasm of the dancers to again
enter the parte. The trombone, written in high tessiture, contributed to increase the
volume of sound and a playful ophicleide almost always gamboled on the margin of
the ruled staff. The clarinets, written in their highest register, together with the
giiiro and the claves, completed this picture of blinding luminosity which brought
our most remote sensuality to the surface.

But this instrumental combination was appropriate only, as we have said, to
dances given outdoors or in great ballrooms. In family reunions dancing was in
accord with the French charanga, so-called for some unknown reason. The piano
was the sound base assisted by a contrabass nearly always with three strings, two
violins, first and second, an old time five key flute, a giizro and two small tympanos.
These, as in the typical orchestra, are tuned on the tonic and the dominant of the
piece and are played ad libitum, becoming often the chief attraction of the group.
The style is still the same as the typical orchestra, with the acrobacies of the cornet
now in charge of the flute, whose voice is sometimes heard far off as a reminiscent
note in the forgetfulness of the night.

No personality was more outstanding in this genre than that of Antonio Maria
Romeu who, while using foreign them s in his danzones, following the custom justified
by usage, gave them an unmistakable Cuban character.

Jazz submerged our danzon into the most absolute oblivion and during several
years it was not used at dances. The son, which bid to replace it in the public taste,
was banned from our aristrocratic dances and by the colored people's clubs. The best
orchestras were imported from the United States; our flutists packed away their in-
struments to adopt the saxophone, while the kettle-drummers gave themselves over
to the grotesque jugglings of the American drummer. At the same time that the dan-
z6n was denaturalized by the use of foreign airs, Cuban canciones were danced with
fox-trot rhythm. With the coming of the radio and electric phonograph recording
recuperation of our dance genres began; but the triumph which our music achieved
abroad contributed considerably to it. We cannot deny, however, that cultivation of
the jazz made possible the triumph of our rumba. Cuban music with the Ameri-
can accent of the saxophone was as interesting a melodic element for Americans as
their trombone glissades and their acrobatic drumsticks had been for us. Our orches-
tras were now engaged to propagate this new modality of melody and rhythm
(though the latter was very much dulled by the lack of the tympanes). And with
Mamd Inés, El Manisero and Siboney as flag bearers, the march started that was to
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conquer North America and then continue immediately to Europe where, sad to say,
our son is more popular than it is in our own land where our orchestra musicians

boast an American taste.

In truth it was the Son which made this universal conquest by our music possible
because the form of the danzdén, whose origin was due to the effects of our climate,
was not adaptable to the dynamism of foreign lands. In Cuba, however, the danzon
is still danced but the typical orchestra can be said to have disappeared. Only the
charanga is heard which the authority of Romeu has made traditional and without a
substitute. See the danzén La Mora, by Eliseo Grenet, who imparted a delicate grace
to the genre when he cultivated it in the first years of his artistic work.
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THE SON: The son invaded Havana about 1917 and started a fashion which
captured the enthusiasm of our dancers and disputed the supremacy of the danzon.
The environment became saturated with the perfume of Cuba’s rugged East and the
sound of the peasant’s tres with its cortege of rustic maracas and the anarchic rhythm
of the roaring bongd composed the murmur heard from behind each door with a more
intimate sonorousness than that of our usual instrumental groups. Due to the sim-
plicity of its form, which is merely a repetition of an original refrain of not more
than four measures called montuno and which is sung in chorus, and a contrasting
motive for a solo voice which does not go beyond eight measures, the son seems bound
by a close relationship to the rumba.

I
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Regardless of the popularity which it has acquired since a relatively recent date,
the son is considered as very old, its origin being attributed to the first days of our
musical history as Ma Teodora, sister of Micaela Ginéz, above mentioned as a vigie-
lista of the years 1568 to 1592, sang these popular rhythms acompanying herself on
a bandola in Baracoa, the city where the oriental son originated according to Sanchez
de Fuentes.

“it was sung by a number of amateurs called guaracheros who composed
what today we know as estudiantinas (groups of students forming musical groups).
These groups were formed by players of tres (first and second) guitarists (accompa-
nists), a bongosero (player of the bongé), two small drums, a maraquero and a player
of botijuela (specie of contrabass), whose work always aroused the curiosity of the
audience due to the ability with which he obtained the necessary sounds, now hoarse,
now strong, now weak, from the miserable eathenware jug into which he blew . .~
At times these groups utilized a peculiar homemade instrument which the people call
marimbula, possibly intending to say marimba. It consists of a box with a circular
aperture like that of the guitar. The sound is produced by very thin steel plates of
different lengths fixed upon the harmonic box and which are made to vibrate with the
fingers. The player, seated on his instrument, plays it with the finger-tips.

In Havana a trumpet is added to the group while the contrabass substitutes the
botija and the claves clarifies the rhythm of the bongo.

Among the characteristics of the son the anticipated bass, which we can observe
in many of the composition which appear in our collection, is outstanding:
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From the book E! Folklore en la Musica Cubana by Sanchez de Fuentes, we take
two examples of old sones:
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Note the peculiarity of the syncopation which is another characteristic of this
genre in these examples.

The musicians of the Eastern Province where the son originated, especially the
intuitive ones, have given it its most legitimate savor. Among these musicians we shall
especially mention Sindo Garay and Miguel Matamoros. The latter 1s the author of
Son de la Loma. La Mujer de Antonio and El Que Siembra su Maiz which, as almost
all his compositions have attained great popularity. (pages 172, 181 and 179).

Works of this genre which contain the purest expression of the people have been
produced in Havana also, although in a style that approaches the sphere of the can-
cién. See Ignacio Pifieiro’s Las Cuatro Palomas (page 175); also Las Tres Lindas
Cubanas by Castillo, (page 177) Sun Sun Paloma (page 170) by Rodriguez y Va-
rona, Junto a un Cafaveral by Rosendo Ruiz (page 108) or Lamento Cubano (page
106) by Eliseo Grenet in which to the rhythm of the son is added the fragrance of our
country environment. And, as in this latter case and in the previous one, the compo-
sition resolves into a melody more like that of the Spanish Court, in Bruca Manigud
by Arsenio Rodriguez, it becomes obscured in an interpretation of the negro environ-
ment which is accented even more by the words of the piece, (page 189).

We have already spoken about the different interpretations of this genre given by
the players of the son in Havana and in Oriente when discussing the relation between
our melody and our music. We shall only add now that the groups which are called son
are the hot dog music of the Beach as they are called by the great Spanish musician
Adolfo Salazar. It is these groups which attract the attention of artists who visit us
and who nearly always are so interested that they endeavor to produce something
similar to it, as happened with Garcia Lorca, Alberti and others in poetry and with
George Gershwin, the famous author of Rhapsody in Blue who took the principal
theme for his Cuban Overture from a Son by Pifieiro, Echale Salsita, (page 186).

THE DANZONETE: The danzonete is nothing but an adaptation of the son
to the form of the danzén. The danzon had always been an instrumental piece with-
out intervention of the voice. The popularity attained by the son must have origin-
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ated the idea of adapting its sonority to the danzodn, forming a sort of alliance. Anice-
to Diaz of Matanzas, as Failde, was the creator of the danzonete. In it the old introduc-
tion of the danzdn which consisted of eight measures repeated became sixteen without
repetition, doubling the length of the period, and in the last part the maracas take
the place of the giiiro and the music is accompanied by song with the entire orchestra
chorusing the refrain. The tempo is the same as that of the montuno in the son, a
little more accelerated than the rest of the piece later.

THE CONGA: To mention all our dances in the order in which they have
appeared, we now refer to the conga, whose steps have come from the street into the
salon.

Even at present conga is the name applied to a street group who sing and dance to
a rhythm marked by a set of drums of different sizes, of African origin. The dance
is in fact nothing more than marching to the beat of the rthythm in which alternately
a syncopation is accented on all even measures, which syncopation the dancers mark
by slightly lifting one leg and accenting the beat with a brusque movement of the
body.
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Originally, it was the negro slaves who expressed themselves in this manner on
the days assigned to these dances. From the advent of the Republic the conga became
an element of political propaganda and its songs, always in jocular vein, announced
the triumph of some candidate or the defeat of his rival. The tails or followers of
these conga groups were composed of elements from the lowest social strata in whom
the rhythm became a sort of obsession bordering on delirium. These popular demon-
strations in which the crudest primitivism was exalted were permitted only during
electoral periods.

The force and originality of this rhythm after due stylization might, however,
result in a new form of ballroom dancing. The idea sprouts in Eliseo Grenet, stimu-
lated by the enthusiasm with which our rhythms are received in Paris, and a new style
will not be long in coming. From France it crosses over to the United States and from
the States to Cuba . |

As a dance it has the novelty of the couples separating to form a tail which winds
about the room in a manner similar to these which filed through our streets long ago.
This is a new contribution of the negro which becomes dissolved in the white current
which it enriches.

La Conga’, is the first composition of this genre and was quickly followed by Pa-
ra Vigo Me Voy’, both well known to all publics. Alegre Conga and Uno, Dos y
Tres, by popular composers are closer to their source and might be cited as models of
folkloric expression, (pages 191 and 192).

THE BOLERO: The Cuban bolero is an adaptation of the Spanish bolero.
The Spanish appears on the Island at the beginning of the past century with the
polos, seguidillas and tiranas which, animated with new life in Spain due to the
resurgence of the nationalistic spirit caused by the Napoleonic wars, came to Cuba
“to replace the first attempts of our popular music.”
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Regardless of the indisputable Spanish origin, the bolero is now one of our most
characteristic genres and one which most faithfully reflects the optimistic quality of
Cuban character. Its original rhythm, written in three four time, rapidly acclimates
itself and adapts its physiognomy to the new environment, taking our favorite two
four time which imposes on it the yoke of our representative rhythms. It does not
matter that “‘its air be melancholic’”” as the Countess of Merlin tells us, and that the
minor mode is the one preferably selected to reveal a spirit which does not tolerate
seriousness. The bolero, as we have said when referring to the cancidn, is always
lyrical, playful and a merriment which endeavors to stay primordial bubbles througb
it. When a trace of truth mars its perennial smile, this smile suddenly emerges again
with greater streng This is why we can say of the bolero as we have said of the
habanera, that its generic characteristics are not necessarily in the rhythm but in its
expressive environment. Therefore, vocal compositions may exist having the
form and rhythmic pattern of the bolero (which is a rhythmical module of our two

four time with a quintille in first measure. : ! f ]ﬂﬁ | | |y - [ ) which due to

the character of the melody fits better in the classification of the cancién. When
speaking of the cancién we mentioned this mixture as we might call it in the generic
classification of many of our works. This happens, in our opinion. with La Clept6-
mana, and En el Sendero de mi Vida (pages 110 and 77). We would include n a
more ample conception of the cancién these bolero measures which in reality manifest
themselves as canciones through the greater slowness required by the tempo in its
interpretation. We would prefer to call them canciones-boleros.

On the other hand. see typical boleros such as Celia, Se Fué, La Ausencia, La Tar-
de. Las Perlas de tu Boca, Si Llego a Besarte and Después de un Beso, as well as the
second part of Como Arrullo de Palmas.

The bolero was more enthusiastically cultivated in Santiago de Cuba, from where it
came to Havana, substituting the guaracha which was the predominating genre and
driving it to the more limited and less spontaneous environment of the stage.

Its form consists of a brief introduction and two parts of sixteen to thirty-two
measures generally in each part even though there are no rules regarding these di-
mensions.

In conclusion, we might say that the instrument which most faithfully interprets
the bolero in accompaniment is the guitar due to its intimate sonority on whose
chords, which sustain the melody without intercepting it, the theme is developed with
captivating grace. These strokes, which are generally on the fundamental chords, are
maintained throughout and when they are interrupted by some shading of the rhythm
again takes hold of the expression to guide it along the lines of its immutable

isochronism. Graphically the strokes are: ’D,+m m,}.m m+m o

It contains our thythm pattern which is revealed when the accompaniment passes
from the guitar to the piano whose greater sonorous intensity and rigidity of expres-
sion would not admit such pattern.

THE GUARACHA: The guaracha is a genre which is no longer cultivated by
our composers, not even to lend atmosphere to a theatrical work as occurred not
many years ago, regardless of the fact that the stage is always the last redoubt of our
musical genres.
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The name guaracha is common to a Spanish dance which was undoubtedly
introduced in Cuba where it underwent a process of adaptation ending in its submis-
sion to our rhythms.

We always considered the guaracha, which we knew in its last days, as a group of
rhythmical combinations (six eight or three four, with two four) without any
regulated order but which caught the popular fancy with the sudden and surprising
contrasts of the rhythms which were lively expressing the unbridled merriment of
the masses for whom it seemed to have been created. The voluptuous forms and
movements of the female mulatto in our streets always animate the substance of these
compositions in which proular lyrics overflow in their most spontaneous manifes-
tation. The two four time of the bolero is followed by a clave six eight time, or Vice-
versa, to end in the typical refrain of a rumba, as the culmination of a true picture
of popular sensuality. This is why it is difficult for us to accept guarachas written
with a single thythm. However, as it happens often, we deduce that it is not the
form which determines the genre in the guaracha, but the substance, the theme, which
because of the environment which it pictures imparts its typical movement to this
genre which has disappeared due to the present refinement of our customs. In this case
we would place La Palmira, by Moisés Simons (page 90), which he calls a rumba,
in the classification of the typical guaracha.

The guaracha presents in its six eight time a peculiarity which is common to the
clave, that is, using notes of less value at times in the accented beats of the measure
than in the unaccented beats, thereby violating the rules of the traditional classic
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We repeat that the guaracha is not cultivated at present, but it was a favorite genre
of our singers and of all the composers who produced music for the theater.

Interpreters of the present fashion in Cuban music have adopted the typical
costume of our guaracha dancers in which the female mulattoes wore full length
dresses with long trains which they gracefully held up during the dance, and in which
the males used shirts covered with ruffles of fine lace whose appearance brought to
mind the plumage of a male fowl during the mating season. ..

THE CRIOLLA: This is one of our most recent musical genres if we consider
it from the time it begins to be known as a criolla. Compositions which would fall
under the classification we today give the criolla genre had already been profusely
written but they were still called claves. The criolla is, in effect, a derivation of the
canto de clave with greater expressive ambition in its melodic field. It attains its
ambition only in part as it has not succeeded in freeing itself from the rhythmical yoke
which is basic in its predecessor. To convince ourselves of this relation it is sufficient
to listen to the claves sung by our old rhapsodists, who surprise us by informing us
that the composition to which we have listened is a clave. Its more intimate sense
and its more moderate rhythm is already bordering on the cancion. We may see an
example in Mares y Arenas (page 27) which is classified by its author as a clave when
it is typically what was later to be called a criolla.  This designation, which is rather
intended to clarify a confusion which threatened to do away with the genuine expres-
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sion of the old claves. more a burial rite than a baptism, was made by Luis Casas
and Jorge Anckermann when the former wrote his Carmela and the latter La Linda
Criolla and called them criollas.

But this term seems rather an adjective given the sense of a noun in which the original
noun is understood. This original noun is no doubt cancién. Cancién criolla should
be, therefore, the true generic name of this prodigal daughter of the clave which seeks
its most legitimate melodic expression in the individual song. This is the reason we
classify it among the genres which are equally influenced by Spanish melody and by
African rhythm.

It consists of a brief introduction and two parts generally of sixteen measures each
in which the phrases attain two or four measures. The extension of each part is not,
however, limited to a determined number of measures, nor is its modal aspect limited.
The measure is six eight and the air is slow and contable, slower than the clave.

When we referred to the cancién we mentioned the criollas by Sindo Garay, and
Jorge Anckermann which are not canciones due to the predominance acquired by the
rhythm but which melodically have the category and character of the cancidén. See also
those composed by the Santiago de Cuba musicians Félix Caignet and Alberto Villa-
16n Quiero Besarte and Te Odio by the former (pages 69 and 71) and Ya Reiré Cuan-
do tu Llores by the latter, page 33) which he calls clave criolla as well as Una rosa de
Francia by Rodrigo Prats. (page 122).

The criolla is also written in combination with other genres, especially with the
bolero which always appears in the second part. We may cite as examples Aquella
Tarde, and Como Arrullo de Palmas (pages 81 and 101).

THE PREGON: In the second group of our classification we place the pregdn
as a definitively Cuban genre among the most characteristic.

The pregon, as its name indicates, originates in the song of our neddlers who make
their work less arduous by singing. The intonation of the voice announcing an article
acquires a clear profile, producing real musical periods. In this field we find legitimate
models of our folkloric musical expression, as some of these calls of itinerant venders
are transmitted from generation to generation without suffering any alteration, and
have the most authentic popular quality. An example is found in the pregén of the
pulperos. who sell their sour-sweet tamarind paste to the tune of an invariable song
which has been maintained intact throughout the years:
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Our musicians have always found inspiration in these calls of the peddler or in
cases have merely adapted them in music. The theater began by creating a field for
their use in the comic duets of a negro and a female mulatto. These duets are fostered
by the pregén itself and we cannot remember them without mentioning the name of
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their principal exponent, Arquimedes Pous, a magnificent character actor who used
the purest popular accent in reproducing the calls in his duets.

The danzon began to adopt authentic pregones from our peddlers and at times
incorporated them in the second part. The appearance of the son in Havana offered
a better field for the pregon and not much time elapsed before it became a favorite
style of the eastern dance in which all the compositions of this genre have been
stylized by musicians. EI Manisero” by Moisés Simons is a beautiful example which
has toured the world. In our collection there is also £/ Frutero, by Ernesto Lecuo-
na, Se Va el Dulcerito, by Rosendo Ruiz and Frutas del Caney by Félix Caignet
(pages 97, 131 and 127). They are more frequently found in dance composition
but the variations of their expression and their form admits them even in the sphere
of the cancion.

(Genres Bordering on the Alfrican

We live at present in one of the centers from which the fashion of negro music
is extending to all the world. Cuba’s contribution to this mode is the rumba, which
has found favor in Europe and even in North America where it has followed the
furrow made by American jazz. It was the bluster of the first stridencies of jazz
which directed attention toward music of the negro. We must point out, however,
that the music which white Europe regards as negro, due to the force of contrast, is to
us, who live in an environment where the influence of the negro is greater, something
which cannot be so intensely appreciated. This explains why our young composers,
stimulated by the acceptance of a music which they consider insufficiently representa-
tive, strive to produce a more genuine product in an effort to establish it more firmly.

We observe, however, how complacently artists of other climes accept the adulter-
ated expression and show a dislike for the genuine. We remember the impression our
music made on Spanish artists and the attempts of the Americans Gershwin and
MacDonald. Theirs is always the hot dog music of the Beach.

We must also note that even among ourselves, the music of the black which be-
comes popular is always an interpretation by a white musician who poses as a dilettante
of negro music, a spectator or commentator at most but never a protagonist. The
element of the black has not become sufficiently naturalized in the composer to cause
him to abandon the brush for the pen. In other words, never has the Cuban musician
been able to express his purest conception in the language of the blacks. So far it has
not been possible to say that which Héctor Villa-Lobo expected of the late Amadeo
Roldan: [ am the folklore, nor to make “more authentic melodies than those which
now exist, creating them from pure imagination,” in a "“work of musical super-
realism.”

We repeat that even the composers who best interpret the negro present modal
blends in the melody which we cannot accept as a coincidence between the much
worked over Spanish melody and the rudimentary melody of the African. Our
negro is at best (and we refer to popular music) from the jungles of Cuba. He sings the
Afro-Cuban in a fusion of rhythm, which is the predominant element, with a melo-
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dy of the black race influenced first by the Spanish and which has of late been retro-
spectively directed toward a point of origin which it is now difficult to find.

The music of the negro formerly heard in our theaters and sometimes in the streets
during carnival fetes or during pre-election periods, subject to increasingly greater
restriction, did not find an echo in the white environment of our society, nor even
among the best colored element. When the primitive son seemed on the verge of
opening the door to a negro conquest, it was rejected by our ballrooms as something
of bad taste which came from very low stratas of society. The Parisian and American
labels became necessary before we could look with favor on a personage who, ironically
enough. now exhibited qualities which we had previously been unable to discover.
The artists fell furiously to the task of exalting our popular dances, first in the field
of plastics, then in literature when Nicolas Guillén, our great representative poet of
today submerges our dances in the lymph of his poetry and returns them as responsi-
ble, rejuvenated and invested with their most noble attributes to the original source.

Ernesto Lecuona had already written his danzas Negra and Lucumi, but these
like his later compositions were submitted to the dazzling brilliance of the Steinway
without stooping to the dust of the streets. We cannot overlook, however, the fact
that they exercised an influence at the beginning of the negro vogue which began to
find a popular echo in the theater, a more serious field which discards the light merri-
ment of the Cuban negro to embrace the hopes and sufferings of the African slave.
It cannot be denied that the emotion is accented more by the color, a fact which
might have served as a stimulus to find firmer qualities in the music by delving in
the same direction.

The first attempts to transport the rich palette of our negro element to the plane
of the symphonic orchestra were made by Amadeo Roldin and Alejandro Garcia Ca-
turla, who were soon followed by the Spaniard Pedro Sanjuin. In the popular
field, Moisés Simons, like Eliseo Grenet, Anckermann and Lecuona, still produce
Afro-Cuban as an accessory to the stage. But, tending toward the poetical which
is sought in the tender note and serious mien of the black. we find the lullaby Drumi
Mobila by Ignacio Villa (page 153). whose environment corresponds to that of
poetry which began to gain ground with the works of Nicolas Gillén who gives
prominence to the substantial participation of his race in the structure of our
Cubanism. The Motivos de Son, in which the present day Guillén does not find the
force of his present creed, did, however, reach the bare and unsuspected fibre of our
musicians who saw in the Motivos de Son the nucleus of their vague but strong
desires. These small poems were clothed in the best silks of the artists: Motivos de
Son by Caturla, by Roldan, by Eliseo or Emilio Grenet are nothing but the Motivos
de Son of Nicolas Guillén, (see pages 134, 137, 140, 144 and 148) musical always
regardless of whether they are recited by Eusebia Cosme or sung by Rita Montaner . . .

Gilberto Valdés enriches the volume of the new current with his first cancidn, El
Bembé (page 156) in which is revealed a personality that had awaited the propitious
moment to come forth and which is inflexibly opposed to all concession which might
affect its firm white-negro quality. Starting from this first manifestation, his two
qualities become accented in opposite extremes, exploring the pure negro in its depths
and purifying the white continent in a manner which makes his music the step from
popular to select. (See also his negro cradle-song Ogguere on page 159).

Let us now see the generic relation of our negro group.
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Situated closest to the African source we have in Cuba the songs of the Afro-Cuban
ritual, known among us as toques de Santo. There are different genres but these
have not been cultivated as they deserve by our musicians as may be seen by the present
collection in which it is hard to find a composition of this character, such as the
Bembé (prayer) by Gilberto Valdés. The toques are obtained with the drums and
peculiar percussion instruments, whose rhythm accompanies the chorus of the acolytes
while these dance, forming a circle and marking the rhythmical accents with move-
ments of the body. '

The Ndfigo songs and dances of Cuba also derive their principal elements from
African rhythm and employ negro drums of different dimensions, percussion instru-
ments of metallic sound, rattles, animal jaws, whose loose teeth produce a special
sound when the jaw is struck on one side, and many other picturesque percussion
instruments which produce varied pictures of rhythmic combinations of magical
emotive effects on those who submit to their influence. These songs and dances always
accompany a liturgical act. Thus we find them in the initiation music before the
altar of Ecué which is symbolized by a small drum containing the venerated fish skin
in which the god returned to earth as a mortal to live among men; in the Diablito
dance saluting the sun in the zenith; in the procession of the recently initiated neo-
phytes, whose bare torsos show marks of yellow chalk, headed by the drum which
stimulates the steps of the Diablito. Whose costume is covered with small bells, and
who accents a rhythm which seems anarchic but which in fact responds to the expres-
sion of a very elaborate rhythmic plan. Behind. enveloped in the smoke of the incense
which adds to the religious character of the picture the crowd., more devoted to the
rhythm than to the doctrine, marches with movements closely adapted to the brittle
sonorous line which surges forth, untamed, irrespressible, from the selvatic percussion
battery. The refrain of a song, constantly repeated and constantly renewed, arises
optimistically from this sea of rhythm which welcomes the initiated.

This atmosphere of picturesque primitivism is the fountain which feeds the
present day enthusiasm for the negro, possibly more intellectual than artistic. When
these practices in which the hyperaethesia sensuality, inebriated by an obsessant rhythm
unbridling the most elemental instincts, were abolished, they took refuge in the theater
where they continued as living documents until the political crisis of the years 1930 to
1933 returned them to their primitive field of action. During the period in which they
were cloistered in the theater where they Were seen on the stage as through the crystal
of an urn, musicians produced works of this genre, tending to stylization. Later,
with the resurgence of old practices, our learned musicians, affected by the fever of
the negro, turned to exploration of this genre to find rhythmic formulas and sonorous
effects which when literally transposed to the orchestra-do not in fact produce a new
manner of expression but rather a new palette in painting, as we have previously said.

THE TANGO CONGO: The Tango congo is an African modality which
was cultivated preferently in the theater although its characteristic rhythm pattern:

I _ ] ﬂ or, more graphically,: ﬁ; has been used in other genres
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by composers. Ernesto Lecuona adapts it with a very reiterated preference in his
works, in which the same rhythmic pattern offers at times different appearances. It
is curious to observe that the rhythm pattern is the same in the habanera and also in

the contradanza whose black influence we believe we have already demonstrated
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beyond a doubt. We shall not refer at present to the relation which there might be
between the Habanera and the Tango congo. We shall only state that Albert
Friedenthal, as Sinchez de Fuentes tells us in his £l Folklore en la Musica Cubana,
maintains that our habanera is of African origin.

This genre has also produced, as has the habanera, a work which has met with
great success on five continents. We refer to the very popular Mamd Inés” by Eliseo
Grenet, which has been translated into the most exotic Oriental languages according
to published critical opinions. In this work a character which was popular in the
middle of the past Century finds its most happy intrepretation in the hands of a
musician whose deepest fibers always vibrate smilingly in expressing the authentically
popular with ingenious grace.

We find the same rhythm of the Tango congo in the already mentioned Ogguere
by Gilberto Valdés. e

THE CONGA: When we speak of the recently introduced ballroom dance
known as the Conga we refer to its remote African origin. Observation of the con-
gas, which we knew in our youth, engaged in political propaganda in the streets of
Havana is sufficient to understand that these manifestations, whose rhythm is the
primordial element of negro joy, must have existed in the same form as at present,
though illustrated with rudimentary melodies, from the first introduction of negro
slaves into Cuba. The conga, whose name comes from a large drum, probably of the
Congo, is a manifestation of African joy without any preconceived formality. En-
thusiasm 1s directed into a formal channel in the comparsa, which employs costumes
and lanterns and whose songs are prepared with a certain artistic intention. So it is
logical to believe that the conga evolved in a short period toward the comparsa, and
that later, perhaps in an effort to moralize customs, the dance was eliminated to give
emphasis to the melody produced by the voices, resulting in the clave. From collective
song the clave passed to individual song in which the expression acquired a more
defined profile on becoming more personal and finally originated the criolla.

The conga which still appears on the streets every four years, drawing with the
magnet of its rhythm a plebeian multitude which attaches itself to its tail to support
any political creed, is ornamented with melodies which contain the most faithful
popular accent and in which folklore takes full sway without tolerating any foreign
influence. The well-known Chambelona is an example:
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This originated with the propaganda of José Miguel Gémez, presidential candidate
of the Liberal party, while that of the Machado party of 1924, A pié. a pié (on foot.
on foot) was full of bubbling humorism:
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This also was launched under the auspicies of the Liberal group.

However, if we are to be strict in this generical classification, we must say that
these style of the popular conga fall rather within the field of the rumba due to the
character of the melody; we might say that they are rumbas of the streets.

We have seen how in late years the conga has been transported to the ballroom
where the melody, adorned with cosmetics which become iridescent under the nedn
rays, is drawing away from a rhythmic relationship which irks it at times.

THE COMPARSA: The conga is formalized and becomes spectacular in the
comparsa in which the songs are constructed in accordance with a preconceived envi-
ronmental conception, responding to an already ordered artistc tendency in style, to be
later rehearsed and sung carefully. The comparsa at times represents a theme of short
dramatic development which in the past adopted its themes from the daily incidents
of the work of the slave and his life in the compound or in the barracks or exalted
occult powers which animated the animals of the fields which the negro, in his selvatic
pantheism, always fused with Nature. That is why the comparsas were called The
Hawk, The Scorpion, The Serpent, The Beautiful Bird, etc. The lights of the
immense lanterns of the comparsas gyrating under the influence of the intoxicating
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rhythm, emphasized the multi-colored costumes of the impassioned moving crowd
producing the effect of a gigantic kaleidoscope. The comparsas were prohibited in
1913 as a result of the tendency noted in them to return to their original primitiveness
and were again authorized recently as an attraction for tourists at which time contests
were organized in which the Municipality awards valuable prizes to the winning
comparsas. This step may also mark the return of popular styles of expression whose
disappearance was threatened by systematic prohibition of anything which might
perturb conditions with its savor of popular masses.

But the comparsas which we see in the water colors of Landaluce, Spanish painter
of customs of the middle of the past Century, had not reached the development nor
the brilliance of those which we knew in our youth nor of those of the present time.
It is probable that the unbridled actions of the masses in these manifestations created a
reaction in the governing social class which resulted in prohibition of the dance in
the comparsas thereby transferring all its interest to the vocal melody and resulted in
the birth of the clave song. This is the only manner in which the negro can be
imagined as turning a deaf ear to the powerful stimulus of his rhythm with its
irresistible force toward expression.

We have already spoken of the clase when designating the three forms of our music
and when discussing the criolla. Having already stated what we consider its logical
origin, we need add only that a peculiarity of the modern composition of this genre
is the placing of a rhythm pattern of three four time (three quarter notes) in the six
eight time in which the clave is always written. The bass marks the first and third
quarter notes.  See an example in Oye Mi Clave, by Jorge Anckermann (page 30)
which is written for the theater where the genre is in refuge at present. We find it
in a higher state of evolution in this composition both as to expression and form.

THE RUMBA: The rumba is the most popular of our genres. All compo-
sitions which are animated by our peculiar rhythms are generally designated by the
name rumba abroad, where we find canciones such as Marta™ and Stboney”, whose
character is diametrically opposed to the rumba, considered as rumbas. Without fear
of exaggerating we can say that the typical Cuban rumba is not known abroad where
the music known as rumba is in reality a son with a faster tempo than required by
the eastern dance.

The rumba, with its close African origin, always existed hidden within the lowest
strata of our society due to the licentious character of the dance. As in the zapateo,
the couple are separated but the strikes with the heel and the leg movement inherent
to the zapateo are transferred in the rumba preferently to the hips and shoulders where
the movements are organized according to a sensually aggressive attitude of the man
and a defensive attitude of the woman.

The music consists of a refrain of eight measures which are repeated indefinitely
and 1n which the melody is almost always a pretext for the rhythm which is every-
thing in this popular genre. Thus, the greatest number of rumbas are written with
absurd text which generally is a result of the rhythmical impulse.

See as an example the following:
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The time is always two four and the sonorous material par excellence is the
human voice for the song, with rhythmic combinations of percussion by drums,
cowbells, guairos, claves, etc. which frequently are substituted by home-made instru-
ments of boxes, bottles, spoons which take the place of the claves, etc. so that im-
provision of the rumba requires no other condition, in the environment in which it
1s produced, than a desire for joyful expression.

In more formal instrumentations, such as we hear in our theaters, the old corne-
tin, today replaced by the trumpet, led the melody through a series of variations glos-
sed by the song which at times became very difficult to recognize. But the true
protagonists of the rumba in the orchestra are the kettle-drums which, within the
unvarying rhythm which they maintain accent the most outstanding movements of the
dancers with strong beats at times on the metal and at others on the ring of the hide.
This is the rumba of the stage, which is logically more spectacular than that danced
by merrymakers in the privacy of their fiestas.

At times the dance imitates some determined activity. In such cases this style is
designated with peculiar names as happens in the case of the Rumba del Papalote
(Rumba of the Kite) which was danced with the following refrain:
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or like the rumba known at present as Herrar la Mula (Shoeing the Mule), or like
the very remote ones of Sacar la Manteca and Ripiar el Perico, of Camagiiey, or Ra-
jar la Lena and Matar la Culebra, of Santiago de Cuba.

The rumba always expresses the joy of the lower classes which take their themes
from the most pueril occurrences as easily as from the most important event. With the
establishment of the Republic, popular joy was manifested to the tune of:

(Trompealz) (Trompela
v, i = = e es N p— it A
[ Y s i B
o = Ay B ; o O A Fqu
A jﬁ#’@kl-{ — 9, — :-rﬁl_ e —
%) e 7 s
ves fon-de—-we-da Le ves b vesco-ma Cu-bacs - bre Lo ves

and later the rumba, of Papd Montero, who even after death did not abandon the
atmosphere of the rumba.
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The Papd Montero type, which incarnates the popular negro who is preoccupied
only with satisfying a most avid sensuality, has been a motive of inspiration for our
poets and our musicians.

In conclusion, we might say that if our rumba in its full authenticity as a dance
has been little seen on foreign stages, on the other hand such pleasant artists as Gon-
zalez Marin and Berta Singerman, interpreting the work of our poets Emilio Balla-
gas and Nicolds Guillén, or of the Puerto Rican Talet, have acquainted all Spanish
speaking publics with the intimate emotion and sensual shaking which is evidenced
in our popular dances.

The American MacDonald calls the Scherzo of his Symphony rumba, and al-
though the rumba has not been fully achieved as regards the interpretative faithful-
ness of the Cuban dance, his composition is an echo of our sentiments which presages
a definitive conquest in the more solid ground of high art.
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ES EL. AMOR LA MITAD DE LA VIDA

CANCION CUBANA

Letra de ]J. R. Barreiro Musica de ]J. Marin Varona
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GUAJIRA

EL. ARROYO QUE MURMURA
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LA BAYAMESA

CRIOLLA

Sindo Garay
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LAS PERLAS DE TU BOCA

RBOLERO
Letra de Armando Bronca Musica de Eliseo Grenet
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LAMENTO ESCLAVO
Letra de Aurelio G. Riancho

Misica de Eliseo Grenet
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PALMIRA

RUMBA

Moisés Simons

> > > > Y o
.-‘8. ] ] 45’ /—#'
=== =s2s=sam=
= _ >
- §
FRr—— 5
S
1T = ey -
1\ =
Quue . ren sa. ber que
c;)ua - pastempre se.
- > > N -3 =t 5 LA :
[ 73 — ; _i f“ v :_'_ 1 |

el

P
I b, N P\ )
3 %} | N t}z Ik"}\{ | _‘ o ,
doel or mi,
qu@;t?%u %@z
|« e | EEem 1 h . O
I T P e >
i
= =P
=] » ¥ = o
=
-
ﬁﬁ : s '/_\" N Nisis—
!A\rr’ o6 - ) o xm B |;4P_H‘L‘_. ; : 7 - v
i ¥ )7 V/ J’/ N % -
suspe.ra cuwarn _ dogl.dunchigur . to luy . do memu.7a
Swen.ean.to Cuan . aoalgu - na ve rw.ll . WUa memu.T8
: ‘J' . > H | 1 1 L __l) > > >
S W W= = femm e = o j
SR %ﬁb =iEs = =t
# ™2z =
P P . L
0= S = @
pafm:rgai? @ = }Wﬁ' g—




e’%ﬁ; B o — >~ TSRS NN K o>
= ? > e e — ™
e/

F L4 ¥ |r/ S 17

¥ p Ll @l e g wsn

— < S o e
S— — ['-jIF

>
i (73 1
| ‘}. L4 L
S
v &
> >
P b b b B b3
— doestama ja _de . ro_ ;. ramedesca para__ te, tlrameel __ per che.ro!
__ﬁe,"coqmghérjﬁmo..s‘u_ra_" gue 53.be ue,povar‘r'o_tto conmti 39 — gm.gﬂu_ra_
> > > > > » > =
3 = : ==
. > > - > >l >
[] ] - 2 e
j gdj W *& = = = I
! e = » : 9 = —
ek = = .~ L2t~ o9 ¢



g Y . { moviendaola einbura) ~ ~
M 2 M i = ¥
[ N N Y 8. @7 Y L IS B — 97 =7
i NN v ] 7 NI NS ) 7
. S 8 *
. i 3 Y
A i

:
|

: /-'—"'—--\

:‘ L : >.f"\ 5 - -
N g

Vi | V) i 1 ol I ) |

| P | P 7

— : : ¥ s S
. curs cusn . do baclola
pares - St, doymeca.

% 9%

\ LN NN KRS

A k
| |
o
: ; £
- P P

ls ba o $esDiolcomo
B 97 92 93 ¥ /TNMU




> P
4} k} N N A\ kal Ik\ L} S \! = = o
4 7 __d_——‘f—%i—L ] Z L
__jf e z
che . Uanae Co da voxs ne . cér‘.:a bc, swmba ! #32!;7
noar . do ere . yerdo yogz = = 1Ler) el .a e
5 . £E e
Il M - ) — 1 e
rT. e seme e
V i
=) — & €5 J )
- # S > > = |
s 5 & < —=@
A .7 j ! é’ 27 =
< = W
Y By \1 :'-Q‘, S 1}\! k\ L}
i = 1 & Y
—— = S . N
co me ba - Ga ro . sa . ds a .
o5 torjy gue nc pin . te aa a
i e 8 8 - L 1 ' i }
- 1 ! 1 | { | i 1 z
. i > > -
= .lP > = : =
i d‘ [ 7] i ! : _. _I’ |
—g'/--.'d' ==L _g % N
a eV
; & - e Hiss - N
s s e e e —— —e—=
- e mcﬂ?%? d,aychar;d’e Ce,:?r) cf.o____ Pal . me  Te
S
- pe————}
: —\L ]
= -
it e e
"IN =
Gl =
7
I\ % T . N | 22 i
S DY 15 Y Y i
Vi [ I b | ] [ I = ) = -
74 T L A, pa
> i —
velle  ve L6 Palmira

! 1
i c




LA CONGA SE VA

DANZA

Ernesto Lecuona
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EL FRUTERO

PREGON

Letra de Gustavo S. Galarraga Musica de Ernesto Lecuona

Moderato.
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LOS OJOS NEGROS

CRIOLLA - BOLERO

Arturo Guerra
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