CUBAN POPULAR
MUSIC TO 1959
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THE BIG FOUR:
THE PRIMARY ANCESTORS OF
“"CUBAN POPULARMUSIC

Y“s Rumba (Secular: Folkloric Form)

8 Danzon (National Dance)

® Trova (Poetry & Music)

% Son (Salsa’s Grandfather)
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THE DANZON:
CUBA’S NATIONAL DANCE
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s Created in 879
Predecessors include:
~ European contredanse (1 700s)
~ Contradanza (1800s)
~ Danza (mid' 1800s) “SAN PASCUAL BALLON” (1803)
~ Habanera (primary tango influence)

Courtship dance for: high'society,

Played by orquesta tipica and, eventually, charanga orchestra.




DANZON STRUCTURE
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resulting in the evolution| of the danzon in the
Ritornello structure of ABACAD

“A” section is the “paseo” or promenade, and is not
danced; this section allowed the partners to change

, The paseo features a 5-note rhythm called the
cinquillo

% The "D section began to explore repetition and
improyisational elements

“EL SUNGAMBELO” (DANZA, 1813)
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“LAsS ALTURAS DE SIMPSON” (1879), BY MIGUEL FAILDE (FIRST DANZON)




CHARANGA ORCHESTRA
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® Flute, violins, piano, double bass,
tympani and guiro.

s Tympani drums evolved into
timbales, one of the most popular
drums in Latin music

® | conga drum added in the late
1930s

TIMBALES




CHARANGA ORCHESTRAS

7oyt
Yo

o~

Y, 280,510t i ww arada . X
JR e S Ren i iy fhBang T Kok 3l
SRR AT NPT SR G R bR A i TS

wca«" ARGy L DRy, u},-p-,%

“ANGOA” (1936) BY ARCANO

Y SUS MARAVILLAS

ORQUESTA ARAGON

ARCANO Y SUS MARAVILLAS




THE DANZON EXPANDS
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A new “E” section was added with influences from the son,
resulting in the final ABACADE form.

“E” section introduced a repetitive “ostinato’ and featured
instrument solos.

This section was first called nuevo ritmo.

These changes stimulated a new dance style later to be named
the cha-cha-cha.




“NUEVO RITMO” BECOMES
_ MAMBO
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% |n the late 1930s, Israel
“Cachao’” and Orestes
llopez explored with

elements of

improyisation, adding the

final “E” section to the

danzon which would

later be called the ISRAEL “CACHAO”
mambo. LOPEZ

“MAMBO” (1938)




TROVA
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® Spanish origins in musica campesina.
Spanish poetic forms such as decima.
Guitar and derivations featured
Focus on lyrics: romantic, patriotic

From single singer-songwriters to duos and trios with beautiful
harmonies

Styles include: bolero, cancion, guajira, punto and others




“CHAN CHAN” BY COMPAY SEGUNDO
AND PERFORMED BY SEGUNDO WITH
PABLO MILANES

JOSE ANTONIO
MENDEZ
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'TROVADORAS

“'QUE TE IMPORTA QUE TE AME,
SI TU NO ME QUIERES YA?
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NO SE DEBE RECORDAR

FUIl LA ILUSION DE TU VIDA
UN DIiA LEJANO YA,
HoY REPRESENTO EL PASADO,
NO ME PUEDO CONFORMAR.”

WHAT DOES MY LOVE MEAN TO
YOU
IF YOU NO LONGER LOVE ME?
WE SHOULD NOT DWELL
ON LOVE THAT IS PAST

I WAS YOUR LIFE'S DESIRE
ONE DAY LONG AGO
Now I'M HISTORY
I CAN'T FACE THE CHANGE

MARIA TERESA VERA




DUO LOS COMPADRES



THE SON:
559 GRANDFATH ER OF SALSA
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Equal mixture of African and Spanish influences
Highly syncopated form for dancing

Highly improvisational, featuring call-and-response
vocals and repetitive montuno

Originated in late 1800s in Eastern Cuba

Country roots, and eventually popularized




THE CHANGUI
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® First style of son

Instruments: tres, bongos, marimbula (Congolese bass
box), maracas and guayo (metal scraper).

The changtii was very fast and syncopated, and the
dance followed the syncopated beat

The son “migrates” to the city, and new style and
instrumentation evolve.




CHANGUI INSTRUMENTS
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“VENGAN A BAILAR BAILADORES” BY GRUPO CHANGUI DE GUANTANAMO
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GRUPO CHANGUI DE
GUANTANAMO




THE SEXTETO
INSTRUMENTATION
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Sexteto: tres, guitar, bass, bongos, maracas and claves. The
double bass replaced the marimbula

The Son slows down and becomes more simplified; dance is
still syncopated, as is the bass.

Clave is fundamental to structure.
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“LOMA DE BELEN”
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THE SEPTETO
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% Trumpet is added in 1927 by lgnacio Pineiro, creating
the septeto instrumentation.

* Son forms evolve and adapt other styles creating
hybrids: son-montuno, afro-son, guajira-son, etc...

s By the late 1930s, the son influences the danzon as
well as trova.

% The son becomes widespread through records and
tours by Cuban bands.




CUBAN “SONEROS”
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SEPTETO NACIONAL DE IGNAcCIO PINEIRO

“SUAVECITO”
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RITA MONTANER

“SE VA EL
DULCERITO”

ORQUESTA ANACAONA







B e TR N e TR 7 M L S b e s
B e v SRR P B S S0 e R @ R SR o Y RN AT SR T s e Iy A AT

THE DANCE
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% Son is a sensual partner dance with a syncopated
beat; the step follows the bass

% Son is considered the “Grandfather’ of salsa; while
the danzon remained Cuba’s national dance, it was
(and is) the son which continues to define the
national Creole culture







FROM SEPTETO TO
CONJUNTO
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% |n the early 1940s, tres player/band leader Arsenio
Rodriguez created the conjunto instrumentation, adding
3 more trumpets, | conga drum and piano to the
septeto.

% Later conjuntos added an additional conga drum, and
omitted the tres; the piano took on the rhythmical
montuno patterns.
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THE MONTUNO
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This unique Cuban term refers to the refrain section
of a son — the section featuring the call and response

Eventually, the patterns played by the piano are often
referred to as montunos

This repetitive way of playing evolved from the Cuban
tres, which the piano eventually replaced

A hybrid form of son called the son-montuno evolved
by the late 1930s



THE CUBAN CONJUNTO
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THE CONJUNTO OF ARSENIO RODRIGUEZ

“DAME UN CACHITO,” A CLASSIC SON-MONTUNO




FROM SON-MONTUNO TO
GUARACHA
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s By the late 1940s, the son-montuno evolved into the
' guaracha, with stylistic additions to the basic rhythm.

. ® The guaracha is slightly faster than the son, and
. sounded more powerful with the newly re-vamped
conjunto.

* Guaracha is the actual rhythm of salsa!
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CELIA CRUZ

“YEMBE LAROCO,” BY CELIA & LA SONORA MATANCERA




CUBAN CONJUNTOS
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EL CONJUNTO CASINO

‘“MI BOMBOLAYA”

CELIA CRUZ & SONORA
MATANCERA




CELIA CRUZ & SONORA
MATANCERA




CONJUNTO
 INSTRUMENTATION:
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Piano

Ires or guitar: (eventually omitted)

Acoustic bass

2 congas

Bongos + cowbell
Maracas & Claves

2 Or MOre SiNgers




FROM DANZON TO CHA-CHA-CHA
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In the charanga orchestra, the Lopez Brothers’ innovations lead
to the creation of the danzon-mambo.

The new rhythm prompted dancers to change their steps.

Violinist Enrique Jorrin came up with the term cha-cha-cha in
1951. It eventually became an independent style, with vocals.

The cha-cha-cha became world-famous
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CHA-CHA-CHA
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ENRIGUE JORBING CREATOR “RICO VACILON” BY ORQUESTA AMERICA
)
OF THE CHA-CHA-CHA




CHARANGA
INSTRUMENTATION:
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2 or more violins
Riano

Acoustic bass
Tiimbales

GUire

|conga drum

2. oF more singers



DANCING [OA CHARANGA
BANID




THE MAMBO
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® Pianist/band Ieader Bebo Valdes creates the
batanga, a predecessor to the mambo.

In addition to the charanga orchestras, Cuban big
bands (or jazz bands) also played a style called
mambo.

Pianist/band leader Damaso Pérez Prado
popularizes his version in Mexico, featuring
rhythmically-charged horn sections and campy
dance moves.
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THE BOLERO
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Originally a form of trova, the bolero style became on
of' the most dominant ballad forms throughoeut Latin
America.

T'he bolero is a slow, romantic love song.

Any instrumental group can play beleros.

Cuba’s quintessential crooner Benny More popularized
boleros as well as other styles with his “Banda
Gigante ™ (giant band).



BENY MORE

“Ccomo FUE”




"BENNY MORE

Y SU ORQUESTA




THE DESCARGA

M"\u mwm\k .A.ﬁ-:&uu Mn&ﬁ Di”h.&’“ -4'

5 |n the late 1950s, Cuban musicians explored jazz-
style jam sessions, drawing from all' national musical

genres.

% |srael “Cachao” Lopez and others recorded
descargas which became timeless, using simple
structures while focusing on collective
Improvisation.
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LOOKING AHEAD
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% Cuba’s Revolution:
Politics, Social Change
ahd New Sounds

Nueva lrova

5 Cuban Jazz

Dance Music: Songo,
Timba & Hip-IHop




