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re-choreographed, and re-contextualized exhibition practices that do
not really exist as such among regular folks in urban areas or the coun-
tryside. There, one is more likely to hear local variants of nortefia, banda,
cumbia, balada, rock, as well as local folk traditions that have continued
independent of those government-sponsored practices—but being local,
these traditions do not represent the larger musical experience of most
Mexicans. Banda, norteiia, bolero, balada, and rock are the genres and
styles that sell millions of records in the Americas and receive Grammy
Awards every year. These are the musics Americans are more likely to
hear in Mexico or in the houses of their Mexican or Mexican American
friends in the United States; they truly reflect the contemporary experi-
ence of Mexicans and speak to the many social issues affecting Mexico.
Finally, although I briefly mention mariachi in relation to so traditions
like son jarocho and bolero ranchero, T have not included a larger discus-
sion of this practice mainly because Daniel Sheehy’s book in this series
provides a lengthy, in-depth discussion of this music tradition.
Mainstream representations of Mexican culture in the United States
developed in terms of Otherness as necessary for the construction of a
U.S. identity. Central to any construction of identity is the notion of dif-
ference. Identity is defined by what one is not as much as by what one is
or aspires to be; thus, claims to individual and collective identity always
need to recognize those who are different from us in order to develop a
sense of our community and ourselves. Constructions of national iden-
tity are not different; in order to define the nation and its residents it
is fundamental to define those who do not belong in it. For historical
and cultural reasons, Mexico and Mexicans have figured prominently
as that Other when shaping the discourse of U.S. differentiation. The
United States, in order to be defined as a prosperous, civilized, law-abid-
ing, largely white, Protestant, hard-working, English speaking nation,
had to be contrasted with a representative of the opposite of those ide-
als; thus, Mexico and Mexicans came to embody poorness, barbarism,
criminality, non-whiteness (or indigeneity), Catholicism, indolence, and
unsophisticatedness. In the U.S. imagination Mexico became the quin-
tessential Other; a representation continuously reinforced by a history of
military, political, and economic conflict between the two nations. Such
discourse also validated the 19th-century U.S. expansionist project, and
was used as a symbolic excuse to conquer the Mexican territory that
became the American Southwest. That a large majority of contemporary
Mexican working migrants come from poor indigenous and mestizo
communities forced to cross the border without documents by eco-
nomic and political systems that marginalize and discriminate against

tural practices that transcend the boundaries of the country.

Preface = xi

them in both countries has helped reinforce these misguided representa-
tions. However, the musics Mexicans grow up listening to, which are the
result of lengthy processes of globalization, indicate tha’lc their dreams
an@ aspirations are no different from those of Americans. One goal of
this book is to show United States students that regardless of obvious
cpl’f.ural and ethnic differences, there are many points of contact and
snnllari'ties between U.S. and Mexican peoples.
Music in Mexico is divided into seven chapters. Chapter 1 introduces
. th.ree. ovgrarching themes of the book: (1) “Mexico’s troubled legacy
its indigenous past has shaped the representation of the country
and it! Culture’j; (2) "Most musical genres in contemporary Mexico are
the resu of migration”; and (3) “The TV, radio, and film industries of
M{ex%co hake ‘played a powerful role in the development of a sense of
Mexican musi¢ within Mexico and abroad.” The themes are presented in
Sl:lch away as toprovide the student with a basic knowledge of Mexico’s
1ust01jy in order #g inform contemporary musical practices. Chapter 2
examines the renaisdqnce of son jarocho in contemporary Mexico and its
embrace by. Mexican erican communities. Chapters 3 and 4 focus
on the Mexican romantic\gong complex, especially its two most popu-
lar genres, the bolero and ths balada. In Chapter 3, the bolero is taken in
order to show cultural connechigns between Mexico and the Caribbean
and to study the construction OKtraditional gender roles in Mexico
Chapte}‘ 4 takes the balada as a case®sfudy to explore the powerful role
of Mexican media in shaping musical tqstes throughout Latin America
as well as ways in which mainstream mWgicians may challenge tradi-
ltl10na'1 gender constructions. Chapters 5 and\6 deconstruct the idea of
Rgglonal Mexican Music,” an umbrella labeNgsed to market a wide
variety of heterogenous Mexican musical traditidys, especially nortesia
and bam?a musics. By examining nortefia and banda tgsics in relation to
thg Mexican diaspora, these chapters show the impordynce of Mexican
migrant communities in shaping contemporary Mexicabmusical cul-
ture. Chapter 7 discusses underground musical practices rock and

| canto nuevo in order to show different ways in which the dev! opment
A}

of Mexican music has responded to a variety of social concerns cul-
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CHAPTER 1

Introduction

cSso

On April 30, 2010, Chicago’s House of Blues became a niche of Mexican
musical culture as a great crowd, primarily Mexicans and Mexican
Americans, gathered to fervently applaud and sing along with Lila
Downs. Lila appeared, wearing high-heeled tall boots, a waistband
over-knee skirt, a tube top beautifully decorated with Oaxaca-style
embroidery, and a white shawl resembling the wings of a sparrow, to
passionately sing Tomds Méndez’s classic ranchera song “Cucurrucuct
paloma” (Coo Coo Dove); it was clear then that this was going to be
an extraordinary evening. The crowd, mesmerized, almost hypnotized
by Lila’s beautiful, expressive voice, enjoyed her rendition of rancheras,
huapangos, boleros, corridos, and sones, including “Arenita azul” (Blue
Little Sand), with a powerful percussive beat that invited everyone to
dance. Her soulful versions, in Spanish, Zapotec, Mixtec, and Nahuatl
languages, of classic Oaxacan songs like “La llorona” (The Weeping
Woman), “La zandunga,” and “Simuna” (Simona) brought nostalgic
tears to the many Oaxaquenios (from Oaxaca state in Southern Mexico)
in the audience. However, her wonderful medley of Woody Guthrie’s
classics “Pastures of Plenty” and “This Land Is Your Land,” reinvented
with cumbia and hip-hop touches, brought down the house, the crowd
screaming and singing, accompanying Lila’s performance.
Lila Downs'’s concert at the House of Blues was no ordinary perfor-
- mance. Occurring in Chicago, with its large Mexican and Mexican
- American communities, during the heated national debate about immi-
_ gration and Arizona’s SB 1070 law; Lila’s “Mexicanized” renditions of
‘Guthrie’s classic odes to the working classes strongly resonated with this
audience. Guthrie’s “Pastures of Plenty” (1941) chronicles the experience
of migrant workers going to California and Arizona to harvest crops
while living “on the cities’ edges.” In the present anti-immigration con-
text, Downs’s appropriation of the song was a statement of how Mexican
migrants and Mexican American workers embody the powerful tale that
onnects U.S. identity to immigration, hard work, and determination.
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I also think that Downs’ concert reflects the ways in which the
wonderful kaleidoscope of contemporary Mexican culture is developed
in complex dialogues that transcend Mexico’s political borders. Lila’s
singing in multiple languages spoke to the multi-ethnic character of
Mexico, for it is home to more than 60 indigenous ethnic groups with
their own languages. And her engaging interpretation of “ Arenita azul,”
a traditional chilena from the Costa Chica region in Oaxaca and Guerrero,
reminds us of Mexico’s forgotten Afro-Mexican population. The African
presence, dating to the 16th century when it numbered roughly a half-
million, was neglected during the re-imagings of the Mexican nation
even though smaller groups of Africans, Afro-Caribbeans, and African
Americans kept migrating to Mexico until the end of the 19th and
sometimes through the 20th century. Mexico’s European heritage is
also diverse, and although most Europeans arrived from Spain during
colonial times, many ethnicities and cultures have immigrated through
Mexico’s history, including Germans, Italians, French, as well as Chinese,
Japanese, Jews, and Arabs. Figure 1.1 offers a map of Mexico that shows
the location of the main cities and cultural areas discussed in the book.

1. Tijuana-San Diego, California
2. Ciudad Juirez-El Paso, Texas
3. Monterrey

4. Reynosa-McAllen, Texas

5. Culiacin

6. Mazatlin

7. Durango

8. Zacatecas

9. Guadalajara

10. Mexico City

11. Veracruz

12. Acapulco

13. Oaxaca

14. Progreso

15. Mérida

16. Sotavento region

17. Los Angeles, California

18. Tucson, Arizona

19. San Antonio, Texas

FIGURE 1.1. Map of Mexico.
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Lila’s repertory—traditional genres, jazz, and hip-hop—speaks to
the wide variety of experiences and aspirations of Mexico’s people.
The history of some of these songs shows how powerful media shaped
symbols of Mexican music and popular culture and its representation
throughout the world. In the 1965 film Cucurrucuci paloma, singer Lola
Beltran introduced the song “Cucurrucucd paloma,” and with the
help of Latin America’s influential radio and TV networks, XEW and
Televisa, made it and herself into icons of Mexican ranchera and mari-
achi music.

The three issues 1 have mentioned in relation to Lila Downs’ con-
cert in Chicago—ethnicity and the place of indigeneity among symbols
of Mexican identity, the role of migration and diaspora in determining
Mexican culture, and the power of the media in shaping its national and
international representations—are the central themes for discussion of
Mexican music in this book. Figure 1.2 shows Lila Downs performing at
Chicago’s Congress Theater.
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0. Son Chiquitos and Jarochicanos are an indicator of the grow-
in son jarocho among Chicago Latino youngsters. In the
last 30 years genre has given young Mexican Americans in Los
Angeles, Chicago, attle, San Antonio, Madison, and New York a way
to identify with and to“glebrate the cultural heritage of their parents,
grandparents, and even t-grandparents. Tts success here is con-
nected to the rebirth that son wgcho has experienced in Mexico since
the late 1970s when Mono Blanco d Siquisirf, and later Chuchumbé,
Los Parientes, Los Cojolites, and Son Madera, reclaimed son jarocho
from the fossilized, postcard version it hadkecome in the “official” stiff,
theatrical performances favored by cultural ers, media producers,
and ballet folklérico proponents. The revitalized mdygment emphasized
the tradition’s social aspects and openness to collec participation.
In this chapter I explore the history of son jarocho, show th i
between its Mexican renaissance and its increasing presenc
Mexican American communities across the United States, and an
the music’s performative power in its present diverse social and cul-
tural settings.

THE MEXICAN SON COMPLEX

Son jarocho belongs to a larger Mexican musical complex of regional
styles of sones such as son abajefio, son arribefio, son calentano, son de
artesa, son jarocho, son huasteco, son istmefio, and numerous musi-
cal practices of the colonial period (1521-1821) known as sonecitos
del pais (little sones from the countryside). Sones, basically meaning
“sounds,” “tunes,” or songs, are mestizo dance musics developed in
18th-century Mexico mixing Spanish, African, and indigenous music
traditions. They represent the oldest repertory of traditional Mexican
music. Regional sones are stylistically distinct but share common ele-
ments: they all combine a type of plucked string-based instrumental
ensemble with zapateado dance style, an improvisatory singing struc-
ture called copla, and predominant ternary rhythmic patterns with
frequent sesquidltera or hemiola (a thythmic practice common to many
Spanish and Spanish American musics characterized by a continuous
shift from compound duple to simple triple meters, typically back
and forth from 6/8 to 3/4). Most son traditions are participatory in
nature; community members join in dancing and singing at celebra-
tions called fandangos which often include musicians from different
“bands jamming together.

The Tiansuational Resurgence of Son Jarocho e 13

' Sonecitos del pais’s repertory of popular songs and jarabes (multisec-
thpeq dances) entered city theaters as part of entremeses (one-act comic
theatrical performances). Propaganda vehicles of patriotic ideas during
the Mexican War of Independence (1810-21), the Mexican-American War
(1846-48), and the Franco-Mexican War (1861-67), they remained popu-
}ar through the end of the 19th century transcending regional boundar-
ies to become Mexico’s first nationally popular music. Unlike sonecitos
del pafs, other son traditions remained localized, acquiring significance
as regional cultural manifestations through the 20th century. Son aba-
jeiio, from the western Mexican states of Colima, Jalisco, Michoacén, and
Nayarit, features an ensemble that usually includes two violins, vil;uela
guitarra de golpe, and harp or guitarrén (bass guitar) which, with its rep—l
ertory is the basic source of modern mariachi. The son arribefio style from
'the north central states of Guanajuato, Queretaro, and San Luis Potosi
is characterized by two violins, which provide the main melodic and
rhythmic elements, guitarra quinta, jarana and viliela. The Tierra Caliente
(Hot Land) region in the western states of Michoacén and Guerrero is
home to the son calentano. The type of son calentano from the Balsas River
area features an ensemble of one or two violins, one or several guitars
and a small drum. The one from the Tepalcatepec river region is a large;
ensemble called conjunto de arpa grande (large harp ensemble) composed
of one or two violins, guitarra de golpe, vihuela, and a large harp that gives
the group its name and is also used as a percussion instrument. )

Qngmaﬁng in the southern states of Guerrero and Qaxaca’s Costa
Chica (Small Coast), an area with a strong Afro-Mexican presence, the
son de artesa is also known as son de tarima since it features a woolden
platform (tarima) where dancers perform rhythmic patterns in zapate-
ado style, a percussive component considered an intrinsic stylistic ele-
ment rather than a simple ornament. Besides the tarima, the ensemble
includes violin, cajén (wooden box), and charasca or guacharasca (a type
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and drum. The repertoire artesd musi-
cians play includes sores and chilenas. The son istmefio, from Oaxaca’s
Tehuantepec isthmus, is an ensemble of one or several guitars, requinto,
and occasionally marimba. Due to the area’s large Zapotec popula-
tion, many sories istneiios are either in Zapotec language or bilingual.
La huasteca is a region that intersects the northeastern states of San Luis
Potosi, Tamaulipas, Hidalgo, and Veracruz in northeastern Mexico; it
gives its name to the son huasteco style, played by both its mestizo and
indigenous communities, and characterized by an instrumental lineup
that inctudes violin, jarand, and guitarra quinta or huapanguera (after the
huapango, a COMMON genre in the son huasteco repertory). Its most salient
features are the virtuoso violin parts and the improvisation among all

instruments and singers.

of rain stick) or violin, guitar,

il

ountries ¢

STYLE AND PRACTICE IN SON JAROCHO

eral features with other son styles the son

jarocho features a unique musical structure, improvisatory style, perfor-
mance practice, and singing tradition. Its origins are in many cities and
towns on the Papaloapan River and the Los Tuxtlas area of central and
southeastern Veracruz state. This is the state’s largest subregion and is
called El Sotavento (Where the Winds Blow). Within this cultural com-
plex is the World Heritage town o
tance as a commercial port during the 19th century is still celebrated
in the décimas (a 10-line poetic form) in some
1978, Tlacotalpan has annually hoste
Jaraneros y Decimistas (Meeting o
as part of the cel
2.1 shows the town

culminating on February 2 (day of the
important encounter of son jarocho musicians, singers, and dancers,

Although sharing many ger

f Tlacotalpan whose historical impor-

older sones jarochos. Since.
d a fandango, the Encuentro de
f Jarana Players and Décima Singers),
ebrations for its patron, the Candelaria Virgin. Figure
's main road entrance. Lasting for several days and

Candelaria Virgin), it is the most
and
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between conservati vscope ?f contemporary practices, causin ]t i
and performance ves Wlshmg to keep son jarocho with a f—ixedgreensffons
from ofher s practice and those wanting to inject musical lper e
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Despite historic i
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- Pe o provide a strong b i ; ;e
m . ass | ;
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‘equinto jar 1 S
'tar—lik{Z% ‘;géirjlljmcho,‘ guitarra de son, or guitarra ]'abglinasir;fo i
ment; its body, neck, and tuning head are Carsr_c?t;mg/
ed from
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a single piece of wood, with the top made out of a thin piece of wood.
The slightly raised finger board features guitar-like metallic frets, usu-
ally up to the joint of the neck and the body but sometimes also running
all the way down to the sound hole. The traditional tuning of both the
requinto jarocho and the jarana was based on a series of intervals between
the instruments’ open strings. Tuning was not understood as a series
of specific pitches, like the contemporary notion of “tuning,” and the
instruments in the ensemble were tuned to each other as opposed to
an external reference. Today, however, many musicians often tune their
instruments in relation to specific pitches. The requinto jarocho uses
nylon strings that could be tuned differently according to the instru-
ment’s size, the most common tunings being (from the lower string up)
BCTFB or FGC F, with another possible tuning (E) A D' G’ C', with
the lower E string optional for the occasional five-string requinto. Since
the actual pitches may change, the most important aspect of the tuning
is the intervallic relation between strings. According to their sizes, the
different requintos are called primo (the smallest one), punteador, medio
requinto, requinto (the most common), cuarta, leona, and leén (the larg-
est one). The requinto is played with a variety of punteado (plucking)
techniques that involve a type of plectrum called espiga (spike) or pluma
(feather), traditionally made from horn or bone but plastic ones are now
quite common. The requinto’s sound is deep and percussive, usually car-
rying the melody or providing a continuous melodic accompaniment to
the singer; occasionally, it could also be used to strum chords. In south-
ern Veracruz, it is common that an ensemble of requintos playing the bass
line and melodies would replace the arpa jarocha. Figure 2.2 shows Raul
Fernandez playing his requinto.
The jarana is a five-course, guitar-shaped instrument, a course being
usually a pair or more of adjacent strings. Like the requinto jarocho, it is
carved from a single piece of wood (although contemporary instruments
may be made from separate pieces, like guitars). The slightly raised fin-
gerboard features 12 metallic frets that very rarely go beyond the body
and neck joint. The lowest and highest Grdenes (courses) are single and
the three middle ones are double (a common feature among baroque
plucked instruments, the direct ancestors of the jarana) which gives the
instrument its unique timbral quality. Habitually the unison and octave
stringed courses are slightly “out of tune,” which creates beating among
all the overtones. Practitioners perceive this acoustic phenomenon as the
instrument’s timbric richness; some of the smaller jaranas may have six,
five, or four courses. There are three typical tunings; one (ADDGG'BBE),
similar to the higher five strings of a standard guitar but with the fourth,

The Tiansnational Resurgence of Son Jarocho = 17

FIGURE 2.2. Raul Fernandez playing the

Ao L. Niade requinto jarocho. (Courtesy of

:rjhirld, E;I‘fld second st}‘ings as double courses; a second one based on a

H}:j; i ;)Chcz)ucrlt?cs; EEA GE% Ii;B’ EE C}); or a third one based ona C major or a
. r 'E CC G). They are all re-entrant tunin i
‘ ‘ s (a tuni

in which the'strllngs are not ordered from lowest to highest git(ch) WIIE
an octave stringing in the third. F o

ChaThgie are several types of jaranas; according to size, they are called

Segz:ﬁae,t the srr;allest one; mosquito or chillador (squeaker); primera;

inda; ires cuartos; tercera (the most common); and fercer / .

ua ; erola (the lare-

Slsl; mcl;hnz ]z}l\rmm prpdflrlces a very percussive sound and pro(vides tr}%e

armonic framework of son jarocho as the pl
energetically strumumed chords in a vari  patte S
. @ ety of rhythmic patterns. T1
;tiurgmmg pat.terns are.called maniqueos (strokes); the fombmatio;egi
, ang n?;;clepl?ymgiltechmq;es—strumming (all strings simultaneously)
; teo (a roll created by the fingers slowly sweepin
strings)—and effects such as striking the ﬁngersyagainsFt) thge zcti;sgsﬂ;i
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FIGURE 2.3. Anabel Tapia playing the jarana. (Courtesy of Alejandro L. Madrid)

i i i 'd offer jaraneros (jarana play-
the strings against the fret board o er. j
Zﬁl;};{;%ge rhythrr%ric aid textural palette. The jarana sounduls 50 csn:sraal
i iti d jaranero is actually use

to the son jarocho tradition that thg wor sed

s;nonym o]f son jarocho musician. Figure 2.3 shows Anabel Tapia, jarana
f the Chicago-based group Tarima Son. v
pla%lfe\re %ercussion i%lstruments used in the south&i:rn region of Ygracmz
include tarima, pandero, quijada de burro, and 771(11.'111117%411.1. jl1e tarinia is 21
wooden platform where couples take turns dancmg&}lo%m{lgp [t:; ;1;11%11:;15
ducing rhythmic patterns via their za .

e enidl pract jarocho as it allows com-

ing is a social practice fundamental to sor j co
Snatrl‘lfﬁlygrifembers t(f participate, their percussive footwork emphas;zmg
the polyrhythmic character of the music. Figure 2.4 shows zapateado on

tarima. .
) lz["he pandero is an octagonal hand drum of Spanish origin; tl;le pla_lylc;i
strikes its leather drumhead or its wooden framf, whlc?1 mcllu isr, i:)gm
i ji i i i f the frame. The play -
f jingles fixed in slots on each side o ' ' .

E;u:s c;tgﬁg the drumhead and the frame with the right hand with
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FIGURE 2.4. The tarima of Chicago-based group Tarima Son, (Courtesy of
Alejandro L. Madrid)

shaking the instrument with the left hand to make the jingles rattle, The
quijada de burro, a percussion instrument of African ori gin made with the
lower jaw of a donkey or horse, is played by hitting the side of the jaw,
making the teeth vibrate. An Afro-mestizo large wooden box used in son
de artesa and other African-influenced musics in Latin America (particu-
larly in Afro-Peruvian music) is the cajon, on which the musician usually
sits and plays rhythmic patterns on one side of the box. The marimbol
or marfmbula is a thumb piano common in sub-Saharan Africa and the
Afro-Caribbean diaspora; in son Jarocho it plays or reinforces bass lines.
The instrument is particularly featured by contemporary Tlacotalpan
ensembles. Marimbulas pften are large wooden boxes with a sound hole
on one side and metallic tongues of different sizes attached to a piece
of wood above the sound hole. There is no standard marimbula in son
jarocho, for the instrument varies in size and nwmber of to

ngues, which
rarely have a range beyond one octave.

ACTIVITY 2.3. Investigate what other Afro-Mexican, Afro-
Caribbean and Afro-Latin American traditions use the tarima,
the cajén, the quijada de burro, and the marimbula. Discuss
with your teacher and classmates the possible relations between
these traditions and son jarocho. L

LY
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Harmonically, traditional sones are rather simple, often follow

cians. After the response, there is a new call based on a slightly differe
melody (b), and a new response (which in this case is a refrain th
repeated exactly the same at each section’s end). The versio:

in the accompanying CD (track 1) is one of the song’s many poss
versions; most variants keep one or two stanzas and the refrain but a
new verses. ‘

ACTIVITY 2.4. Listen fo CD track 1, a recording o
Maria Chuchena,” and follow its structure (Figure 2.5). lee S
is divided into three large similarly organized sections. Instr
solos begin each section, first with the introduction, then an {
mental interlude at 0:48, and another at 1:30. You will
that all requinto solos are improvisations on the same harm
sequenice and their endings elaborations of the same hemi
based cadence (look at it at the end of measure 16 in Figure 2,
The companion website has a more detailed analysis of th
of hemiolas in “La Maria Chuchena.” To see hoiw
musicians might expand the song, look on the Internet fo.
versions, such as the recording by i I A 106l
based band Los Lot

Durmg a fandango performance, musicians would hkely ‘exten
the son in two ways, one by expanding the instrumental interlude
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EIGURE 2.6. Instrumental introduction to “La Maria Chuchena.” (Courtesy of
Alejandro L. Madrid)

to allow for more instrumental improvisation as well as zapateado by
tarima performers, another by allowing singers to improvise coplas
(verses) during the sung sections. On occasion, the call and response
style between soloist and choir might be replaced by two singers
improvising against each other in a type of copleros’ (verse improvis-
ers) duel of sorts. These improvisations last from a few minutes to
hours depending on the energy developed between jaraneros, tarin-
eros, and copleros.

Coplas follow a traditional poetic form of octosyllabic lines usually
organized in quatrains (four lines), although also in sestets (six lines)
and occasionally quintains (five lines) and décimas (10 lines). Some
older sones are organized according to décinias, a 17th-century Spanish
poetic form common to other types of Latin American musics from
Cuba, Puerto Rico, the Dominican Republic, Venezuela, Colombia,
Chile, Uruguay, and Argentina, but the bulk of the repertory, espe-
cially newer songs or older ones with new lyrics, is organized in

quatrains.
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Enprovising coplas is one of the most salient and difficult features of
son jarocho, separating good from extraordinary performers. The décima is
no longer the most common poetic form used in son jarocho, but because it
is the oldest and most traditional, copleros are often called decimistas. The
improvisation of décimas is still the ultimate test for a superior coplero; so,
when they are improvising, seasoned copleros humorously mention cuzr-
rent events and facts about musicians or people present. These impro-
vised vocal performances are the backbone of a fandango event and also
the norm when street musicians sing in restaurants or public plazas. Street
musicians use numerous formulas by which they might insert customers’
names to personalize the copla, a practice less appreciated among connois-
seurs at a fandango, who expect more creative forms of improvisation. Also,
among street musicians, rthymes tend to follow simple “abab” patterns,
while fandango musicians perform more complex décima rhyme patterns
(e.g., “abbaaccddc” or “abbaaccdded” or “abbaaccaac”). The copleros are
central to the fandango as their creativity, invention, and wittiness ener-
gize other participants (jaraneros, copleros, and tarimeros) and galvanize the
crowd, thus shaping the tone and character of the collective performance.

TIVITY 2.6. Search the Internet for videos of far

‘ aalyze the dynamics of these colle tive | ;

- the tarin \ zapateado ‘rhythiﬁw late to
Hou: g dancers and copleros interact?

. ruz (Rich Village of the True
Cross), Veracruz is Mexico’s first European tity, its oldest and largest




\ 32 == MUSIC IN MEXICO

call los marisqgiragos; stereotypes whose national and international success
accompanied neghagt for actual countryside fandango practices that did
not follow this typecastiqg and thus were considered lacking sophisti-
cation and refusing moderhigation. Nevertheless, the symbolic power
and cultural capital of ballet folRfsxico practices have played a decisive
role in the contemporary renaissance 1 jarocho among Mexicans and
Mexican Americans.

THE TRANSNATIONAL RESURGENCE
OF SON JAROCHO

The Mexican economic crisis of the mid- to late 1970s was harsh on
peasants and rural communities. Veracruz state suffered dramatically,
. leading to massive migration, especially from the Sotavento region into
urban areas. Many musicians who migrated to Veracruz and otker cit-
les worked as street musicians, although a few were able to get part-
time teaching positions in music or dance at Casas de Cultura (Cultural
Centers) and other government-sponsored community workshops. In
1977, a group of musicians founded Mono Blanco, a band intended
to preserve traditional son jarocho as a communitarian practice. Mono
Blanco combined the experience of seasoned, older musicians, and their
younger apprentices who were also savvy cultural promoters. These
younger musicians gained the sponsorship of important cultural institu-
tions of Veracruz state, which allowed them to make performance tours
in the state and beyond, and let them organize local music and dance
workshops and fandangos.

The Mono Blanco activities coincided with a movement in Mexico
City to reaffirm traditional Latin American music (see Chapter 7), a
result of the populist politics of President Luis Echeverria in the early
1970s; the increasing presence and cultural influence of exiles from
dictatorships in Chile, Argentina, and Uruguay; and the fervor for
Latin American unity stoked by the Cuban revolution. To position
Mexico within this cosmopolitan Latin Americanist movement, urban
Mexican musicians and cultural brokers turned to the country’s tra-
ditional musics beyond the official ballet-folkldrico representations.
Their initiatives were also sponsored both privately and by goverr-
ment institutions in the late 1970s and early 1980s. Meetings of tradi-
tional musicians were organized around the country; new groups (like
El Chuchumbé, Los Parientes, or Son de Madera) appeared, making
Mono Blanco’s mission their own. One of the events founded at the
time, Tlacotalpan’s Encuentro de Jaraneros y Decimistas, has survived
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and thrived to this day, becoming, as previously noted, a kind of son
jarocho mecca.

In the late 1980s and 1990s, interest in son jarocho shifted from pres-
ervation toward experimentation. Musicians rediscovered Afro-mestizo
instruments such as the marimbula and incorporated new elements such
as the blues scale in requinfo improvisations and instruments like the
quijada de burro, the congas, and the cajon from African American, Afro-
Caribbean, and Afro-Peruvian musics. These practices reestablished and
reinforced the connection of son jarocho to the larger historical complex
of African diasporic culture and, after decades of an official racial dis-
course (meslizaje) that effectively rendered blackness invisible among
Mexicans, reinstated Mexico as an essential historical pathway to the
dissemination and transculturation of African culture in the Americas.

In 1987, the box office hit film La Bamba, by Mexican American direc-
tor Luis Valdéz, told the story of 17-year-old Mexican American rock
‘n’ roll star Ritchie Valens. A defining scene shows Ritchie and his
brother traveling south of the Mexican border to a brothel in Tijuana.
While his brother is interested in Ritchie getting intimate with the local
ladies, Ritchie appears more absorbed with the brothel’s band playing
“La bamba.” Fascinated by the song, he stands by the stage and starts
following the musicians’ harmonic sequences on his own guitar. When
Richie returns to Los Angeles, he and his producer decide to include a
rock ‘n’ roll version of “La bamba” as the B-side of his second single,
“Donna.” Valdez’s film suggests that Valens’s decision to record “La
bamba” resulted from a sense of regained Mexican pride after his trip to
Tijuana, but in real life Valens already knew the song as it was frequently
played by his relatives at family gatherings in Los Angeles. Nevertheless,
the film helps us better understand two important moments in Mexican
Americans’ historical relationship with son jarocho. One, the release of
Valens’s “La bamba” in 1958, which introduced the song to a large audi-
ence in the United States, coincided with the popularization of the song
in Mexico as an almost “unofficial” Mexican anthem. Second, when
the film was released in 1987 it helped solidify the son jarocho move-
ment among Mexican Americans in Los Angeles, and ignite interest in it
among other Mexican American communities in the United States.

 ACTIVITY 2.10. Search the Internet for videos of tradition
ballet folklérico renditions of “La bamba” and compare them to
 Ritchie Valens’s rock ‘n’ roll version. What did Valens change and
‘what did he retain in his version?

A
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Ritchie Valens introduced “1.a bamba” to United States audiences in
the late 1950s by “dressing it up” as rock ‘n’ roll, the music style that
was becoming popular; this illustrates how Mexican Americans strug-
gled to conform to mainstream United States culture so as to be COnS.Id.-
ered Americans. Only in the 1970s, at the height of the Chicana /0 FlVﬂ
rights movement, with its re-signification and celebration of Mexican
expressive culture as a marker of identity, did son jarocho gain follow-
ers among Mexican Americans as a symbol of resistance against an
American mainstream that refused to accept them as equals. Son jarocho
entered the Mexican American imagination through ballet folklérico les-
sons, which became increasingly prominent among Mexican Americans
during the 1970s and 1980s, developing into spaces for the performance
and celebration of a unique Mexican American identity. Ballet folklorico’s
fossilized nationalist rhetoric in Mexico was transformed by Mexican
Americans to fit their own political agendas.

An early example of this politically nuanced appropriation of son
jarocho is the work of the East Los Angeles-based band Los Lobog, who
play the Mexican musicians at the Tijuana brothel in Valdez’s ﬁlm- La
Bamba. The movie’'s title, originally Come On, Let’s Go, after Valens’s first
single, was changed because the presence of Los Lobos in the movie
indicated that a focus on “La bamba” would resonate with the inter-
est on son jarocho among Mexican Americans at the time. The success
of the movie and the Los Lobos soundtrack recording of “La bamba,”
number one in the pop music charts for three weeks, galvanizgd this
interest and provided for further commercial success of son jarocho-
related endeavors such as Los Lobos’ Grammy-Award winning album,
La Pistola y El Corazén (1989), which features two sones jarochos among
other types of traditional Mexican music. Steve Loza suggests that tms
recording and their subsequent national concert tour exposed audi-
ences to Los Lobos’ modernized and eclectic version of son jarocho, by
replacing traditional instruments according to the band'; need's (1992:

192) and even including English lyrics at times, such as in their guest
performance on Sesame Street.

Many Mexican Americans who grew up on rock and other U.S. pop-
ular music became interested in son jarocho precisely because bands like
Los Lobos presented it as a modernized musical form that spoke to their
own lives in the United States. Raul Fernandez, from Chicago’s son jaro-
cho band Son del Viento, recalls that he became interested in son jarocho
after listening to Zazhil (a Mexican band led by Victor Pichardo) play
modernized versions of Mexican sones with electric instruments, congas,
keyboards, saxophones, and drum set (they branded their style “pro-
gressive son”). In the early 1980s Zazhil played for Amparo Ochoa, one
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of the leading figures of the Latin American music movement in Mexico,
and first performed in Chicago in 1990, a few years after the Old Town
School of Music first invited Mono Blanco to concertize and to teach son
Jarocho workshops in the city. The modern sound of Zazhil and the ini-
tial work by Mono Blanco established the foundations of a vigorous son
jarocho movement in Chicago.

Musicians like Raul Fernandez, first attracted to son jarocho by the
modern sound of Los Lobos and Zazhil, soon began exploring its tradi-
tional aspects. In 1993 Victor Pichardo and Juan Dies started the Chicago-
based band Sones de México, that plays all types of Mexican sones but
was primarily interested in recovering the collective and communitar-
ian aspect of the fandango experience. The emphasis on the fandango by
Sones de México and other late 1990s and early 2000s son jarocho bands
such as Tarima Son, Son del Viento, or A Flor de Piel; the influence of
Mexican bands such as Mono Blanco, Los Cojolites, Chuchumbé, and
Son de Madera performing in Chicago; and the work in K-12 schools
and community centers by many band musicians generated interest
among Chicago’s Mexican American youth in son jarocho as something
relevant to their lives.

This awakening also took place in cities like Los Angeles, Madison,
San Antonio, and Seattle where local bands have emerged—Quetzal
from Los Angeles is possibly the most prominent one—and local musi-
cians have developed links with Mexican traditional groups, even travel-
ing to Tlacotalpan to participate in the Encuentro Nacional de Jaraneros
y Decimistas. But there is a difference in the Mexican American son jaro-
cho movement: while its players acknowledge that the tradition comes
from Veracruz, they understand that it is re-signified in the United
States according to the realities of the different Mexican American com-
munities, and often the ethnic Latinos, who play it. This is a process of
transculturation by which son jarocho has become something uniquely
representative of the Mexican Amierican and even Latino experience.
Such is the case of the many youth groups that take this music and make
it their own, one of which is Chicago’s Jarochicanos. .

According to Gina Gamboa, projects like Jarochicanos and Son
Chiquitos have been embraced by the Mexican American and Latino
communities because they preserve and celebrate Mexican culture—
not only music but also the Spanish language—and provide a space
for the continuous development of unique multicultural and politi-
cal alliances among different Mexican American and Latino groups.
Maya Fernandez, jarana player, singer, and tarimera for Son del Viento,
points out that Jarochicanos is strongly influenced by the political
needs and everyday lives of their young Latino members. The musical

S
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experimentation among Jarochicano members who introduce elements
from African American hip-hop and Puerto Rican bomba to traditional
son jarocho should be seen as a response to their multicultural reality as
American youth and their recognition that many of the problems faced
by Mexican Americans in Chicago are shared by the Puerto Rican and
African American communities. The intersection of these ethnic groups
occurs in neighborhoods like Little Village, Pilsen, or Humboldt Park
and on the stages often shared by the young musicians from these com-
munities. That Mexican American and Latino communities across the
United States return to the same traditional forms of son jarocho has
allowed a common repertory and performance style among musicians
in California, Hlinois, Texas, Florida, and Wisconsin. Son Solidario
(Solidarian Son) is the name taken by young son jarocho musicians from
these states when they gather at politically progressive events such as
the United States Social Forum, at protests against the School of the
Americas, or in support of the Farm workers Freedom March. Sharing
a common son jarocho background has allowed them all to perform
together in support of common causes, singing coplas (improvised or
prepared in advance) that reflect upon the political causes at stake.

The hybrid musical forms being forged at these points of cultural
and political intersection bear witness to the transnational and transcul-
tural crossings that have characterized the Latin American experience
in general and Mexican culture in particular throughout their histories.
They also challenge the shortcomings of Mexican mestizaje discourses
by reestablishing the cultural connection between son jarocho and the
African diaspora in both historical and contemporary contexts. As such,
contemporary son jarocho and the experience of contemporary Mexican
people are understood in the transnational dialogues this music helps
to establish between local Mexican communities, national Mexican
discourses, and Mexican American life beyond the boundaries of the
Mexican nation-state.
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and distasteful by upper-class Latinos). The trajectory of Onda Grupera
in Mexico and Region exican music in the United States should
be understood not as paralel phenomena but as aspects of the same
transnational complex inclust of the same musicians and followers,
interconnected networks of disthbution, and interrelated practices of
consumption.

Nevertheless, it is vital to untangle
Onda Grupera in order to understand ho
under the same label have become meaning
different moments in Mexican and Mexican Am¥gjcan history. This will
enable a better understanding of how their growingy terpenetration in
a transnational context has generated new, strikingly original hybrid
music genres.

e marketing clutter known as
whsaome of the musics marketed
to diverse audiences at

ACCORDION MUSIC FROM THE MEXICAN
NORTHEAST TO THE WORLD

Un, dos, tres, cuatro (one, two, three, four), the lead singer establishes the
beat and the button accordion enters with a syncopated solo in parallel
thirds over a typical oom-pah, oom-pah rhythmic base provided by an
electric bass that plays on the down beat, and a bajo sexto strumming
chords on the upbeat with support from the drum set. The five musicians
on stage, wearing stylish white outfits, are showered by green, white,
and red lights resembling the hologram of a Mexican flag; flashing light
panels in the background and wisps of fog in the foreground provide an
almost modernist atmosphere that gives new meaning to the rural musi-
cal gestures recognizable in the song’s style. This is the concert’s climax
and the crowd, absorbed by the performance, clap, whistle, and sing
along through the first couple of verses before the lead singer utters the
end of the second verse, “soy extranjero en mi tierra y no vengo a darles
guerra, SOy hombre trabajador” (I am a foreigner in my own land, and
T did not come to make any troubles, I am a working man), and a loud
approving roar from the audience overcomes the theater. The moment
is typical of the deep connection between Los Tigres del Norte and their
audience created by powerful emotional reactions to the band’s music
and solidarity with its denunciation of the abuses and discrimination
Mexican immigrants suffer in the United States. Los Tigres del Norte’s
music is an audible space for its fans to proudly reclaim and celebrate
their rural origins as well as their rights in their new country. Figure 5.1
shows Los Tigres del Norte during a TV performance.

The song, “Somos maés americanos” (We Are More Americans), is a
corrido in nortefio style and shows why this music has been meaningful
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FIGURE 5.1. Los Tigres del Nor i i
igres del Norte performing | ]
Awards. (Courtesy of Alejandro L. ]\“Iﬂdrlid)f ning live at the 2008 Latin Grammy

for Mexicans and Mexican Americans for more than a hundred

The song speaks of the alienation felt by many Mexican immi ayiar's.

‘tz)lzealbjm’Fed St;flatgs with xenophobic and racist propaganda accusirgl’zhselmn

using the immigration and social securi i
I\{ orte rﬁ)lies t];) this rhetoric stating that Mexic?ni};frﬁlerlgg‘r;czz’l Et)%rfs Ccrlg1
ate problems ut to work hard (“no vengo a darles guerra, soy h .
]t\r/Iabg]ador ),.They 3150 remind the audience that the %outhvires’zf hacs)rll;fgerli3
exican territory (“soy extranjero en mi tierra”) thus making Mexi
Eart of If;he “American” dream, arguably even “more Amefican" fl?:g
o?lgglr?inaa; thelybhave been here longer. The song reflects on the notion
o fransnal 1(ina elonging thiat chargcterizes the experience of the audi-
one Southweatv?ter?braced this music throughout northern Mexico and
i rants .d hf S0 suggest; that nortefia music has come to represent
s égl e 'Ctl e, arhculgtmg the deep feelings of identification that
ve the% o ; liggéndpopulanty throqghout the Mexican diaspora.
o e 201 ocumentary Lm‘mg Music USA, Los Tigres del Norte
was calle the most famous band mainstream America never heard of
'111I11d§1id [}h?f darg the most commercially successful band among Laﬁzosj
e Unite tates. However, Regional Mexi i

music in the mainstream United Sta%es entertahiizn};iiilt‘fyn?iesiaoﬁs

.y
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stigma as unsophisticated music and the fact that it is sung in Spanish.
How was this music born and how did it become immensely popular
throughout the Mexican diaspora and beyond?

Norteiia music came to northern Mexico and southern Texas in the
late 19th century with the Germans, Czechs, and Poles who settled there
after building railroads between Monterrey and Texas in 1882. They
introduced the accordion and musical genres like the polka, redowa,
and schottische (called polca, redova, and chotis in northern Mexico) and
brought crafts and businesses, like breweries and steel-making, that
still define the industrial identity of the Mexican northeast and its long-
standing cultural ties with southern Texas. These businesses flourished
in Monterrey, just 150 miles south of the Texas border making Monterrey
an axis of a commercial and economic network that included Laredo in
Texas’ Rio Grande Valley, and San Antonio.

This transnational economic circuit was also fundamental in the
development of the nortefia and conjunto musics that came to identify
these regions musically during the 20th century. Both musical traditions
share a standard instrumentation that includes the button accordion,
the bajo sexto (a double-stringed bass guitar), the fololoche (bass), and
the redova (a home-made drum now largely replaced by the tarola (snare

drum) or drum set. Both developed from a core repertory of polcas, redo-
vas, valses, and chotises to which local genres such as the corrido (a type
of descriptive ballad) and huapango were added. Nortefio and conjunto
are nearly identical styles, with minor singing and instrumental differ-
ences, and named for the regions where they were adopted; nortefia for
the tradition of those living south of the Rio Grande, while conjunto is
the term preferred by Mexican Americans and Tejanos. Their history 1is
one of continual dialogue in which performance styles and repertories
fluidly move back and forth over the border.

The arrival of polka, redowa, waltz, and schottische to Monterrey
and south Texas was part of a larger dance craze for fashionable dances
that brought a sense of cosmopolitanism to the urban centers that
adopted them in Mexico and the United States during the second part
of the 19th century. This was especially important in Mexico as pres-
sures to Europeanize increased among the country’s elite; eventually,
the same sense of cosmopolitanism caused adoption of those dances
in the countryside as symbols of sophisticated European culture. By
the 1890s and 1900s the new musical genres were already part of the
repertory of more traditionally local music ensembles such as military
bands, orquestas tipicas (string ensembles), and tamborileros typical of
the Tamaulipas region—also known as la picota and formed by clarinets
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iﬂi ie‘l:il;ﬁ?sel?;lde. drum called tambora de rancho (ranch’s drum). Local
A ﬁf mcqrporated one- and two-row button accordions, the
econo;mc,al d hii tambora de ra{zchg into their ensembles as it was IIflOI‘e
By the 1ot e onedzfccordlomsf than larger orchestral ensembles
mstrumental,ense I;aqcbclor ion and l?ll]O sexto became the preferred basic.
or pmamental ense Tle with occasional additions of tololoche and redova
i Worker;c &(; ! J;lii lclltanI\;:lizea‘flOdLrn}1sicT traditions traveled with the
s thr eon, Tamaulipas
gggle;ﬁg I;o;reungtmto contact with German and Iézeiﬁisglun:lﬁgzz
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ol e ”Eslug Cppjt},rlto repertory are in fact German or Czech
pol M,exjcan > L arrilito (.th'e German “Beer Barrel Polka”). Mexican
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o , : 0” ‘ eir origin, the dances acquire new life and meani
en played by norteiio and conjunto ensembles e

Bty i e
P(()ZZI”;IYI;[‘Y >-1. Search the Internet for videos of “Beer Barrel
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’ ja Rosaar} ;l;tiﬁpl;lzqyed bly Mexican American accordionist To y
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. larger ensembles might
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: accordion gives the style its char ’
( : ac-
H:I;Ll fv:lllule n}ost accordion players today play chromatic
€ earhest great accordionists in th iti

ne . . e tradition, such

artinez, used the diatonic button accordion early in their
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career. Depending on its type, the instrument would have two to five
rows of buttons to play melodic lines with the right hand; the left hand
plays harmonies on a buttonboard that has columns of buttons organ-
ized by circle of fifths, each button sounding a complete triad. This is
the standard left-hand button system called Stardella; more modern but-
ton accordions offer more flexibility and freedom to play bass lines and
choose the pitches in the harmony. In purely instrumental pieces, the
accordion carries the melody; in other songs it would play solos at the
beginning and in the middle of the piece; during the rest of the song
it provides a fast, arpeggiated harmonic background to the singer. The
accordion also plays the embellished cadences that characterize the sec-
tional endings in this style.

The bajo sexto is a guitar-like instrument with six double courses; it
is tuned by fourths, E-A-D-G-F-C (one octave below the register of the
standard guitar), it reinforces the accordion’s harmonies, and also plays
melodic counterpoints to the vocal part or solo accordion during the
improvisatory passages. The tololoche is a double bass-like instrument
although slightly smaller in size. It may have four strings—although
three-string instruments are not unusual—tuned also in fourths, ADGC,
one whole step higher than the standard double bass. The tololoche, played
always in pizzicato style, became part of the standard nortefio outline
in the 1940s and it is still heard in street musician ensembles, although
the electric bass has replaced it in more commercial bands. Early norterio
groups used a percussion instrument called redova, a small wooden tab-
let played with wooden mallets, later replaced by the tarola or snare
drum, which was replaced by the drum set in contemporary comimer-
cial ensembles. Nevertheless, the redova can still be heard in traditional,
folklérico events, and the tarola among street and restaurant musicians.

Genres in the core norteiia repertory include the polca, redova, vals, and
chotis, all instrumental dances of European origin transformed by their
contact with more traditional Mexican genres. The polca is a fast dance
in simple duple meter (2/4), its rhythmic accompaniment oftent identi-
fied as oom-pah oom-pah, an onomatopoeia referring to the bass-chord
sequence that characterizes the music (Figure 5.2).

While the phrasing in European polkas tends to emphasize the down-
beat, the Mexican polca tends to privilege more syncopation, often antici-
pating the downbeat. Emphasis on the upbeat in Mexican polca is also
evident in the style of the bajo sexto, which regularly plays chords only
on the upbeat.

The redova and the vals are dances in simple triple meter (3/4).
Musically they are almost undistinguishable; the dance steps make
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FIGURE. 5.2.  Buasic polca accomparniment.
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FIGURE 5.3. Busic redova and vals accompaninient,
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FIGURE 5.4. Basic chotis accompaniment.
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While groups like Lui Julian and Carlos y José continued the duetto
tradition into the late 20th cqntury, the continuous lineup changes of Los
Cadetes de Linares, with its xpansion of the nortefia music ensemble,
foreshadowed the advent of larger nortefia bands that redefined nortefia
in the 1970s, especially groups like\Los Tigres del Norte. Having won five
Latin Grammy Awards and achieve sales of over 32 million records, Los
Tigres del Norte are the most popularand successful nortefia band ever.
Their music and recording output span the smaller and more localized
norteiia market of the 1960s and the transn ional nortefia boom that took
over the Mexican music industry and expansled the genre’s influence t0

uth America from the 1990s.

Los Tigres del Norte was founded by the Herndndez brothers and

cousins (Jorge, Hernan, Freddy, and Radl) from the northwestern state
of Sinaloa in 1968. Their huge commercial success and continual work
across borders exemplifies the type of transnational practice that even-
tually resulted in the style’s acceptance by the mainstream Mexican
entertainment industry. In 1974, after moving to the United States, the
band recorded “Contrabando y traicion” (Contraband and Treason).
This corrido ignited the band’s career, inspired a series of movies based
on the song’s main characters (Emilio Varela and Camelia “La Texana”),
and triggered the boom of the corrido sub-genre known as narcocorrido
(ballads about drug dealings).

Los Tigres del Norte reinvigorated the nortefia style by introducing
clectric bass, drum set, and saxophone into the ensemble’s lineup; by
incorporating musical clements from other styles and traditions, espe-
clally cumbia, bolero, balada, merengue, and rock; and using special sound
effects to support the narrative plot of their corridos. They have also
collaborated with pop, rock, and reggaetdn stars such as Juanes, Julieta
Venegas, Zach delaRocha from Rage against the Machine, and Residente
from Calle 13. Having experienced discrimination as immigrants them-
selves, the band members have made part of their mission to support
the political cause of undocumented migrant workers in the United
States. Songs like “Vivan los mojados” (Long Live the Wetbacks), “Jaula
de oro” (Golden Cage), “Tres veces mojado” (Three Times Wetback), and

“Somos mas americanos” are very critical of the hypocritical dynamics

of US. immigration laws. They argue that while the United States econ-
omy generates a demand for cheap Mexican labor its immigration poli-

cies make it impossible for them to enter the country with the necessary
documents and authorization that would prevent their exploitation, a
situation compounded by xenophobic politicians who make them into
scapegoats. The corridos and songs by Los Tigres del Norte promote a
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