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1. Bcrtynnenue.
1.1. Ot aBTOpa.

KybuMHCKasa My3blka CONPOBOXKAAET MEHA BCIO MO0 KM3Hb. MOMMM NepBbIMU
MYy3blKa/IbHbIMM OMbITamu B AeTcTee 6ol opkecTp OpuxuHanb ge MaHCaHUNbO
N oyxoBon opkecTp FopueTta Mopucka, KOTOpbIe UTPANU AAHCOHbI U APYTYIO
TPAAULMOHHYIO KYOMHCKYO My3blKy B MapKe MOero poAgHoro ropoaa
MaHcaHWbOo, KOTOpPbIM Ha3biBatoT La tierra del Son - 3emneit CoHa.

C TOro MOMeHTa Ha4anoCb MOe yB/ieYEHNE MY3bIKON U AyXOBbIMM
WHCTPYMEHTaMU: cHayana ¢bnenToi, notom cakcodoHom. MNosxke s
NMO3HAKOMMWJICA C AKAa30M, HayaB ¢ 3anucen Yapam Napkepa u MNakuto [e
Pusepa.

Korp,a A Hayan Aenatb nepsble Warn B8 Usy4eHn ax<asa n osnageH1MmM HaBblIKOM
MMNPOBU3aLLNN, MEHA 3aUHTEPECOBAI BONPOC CZIMAHUA 3TUX OBYX

MY3bIKa/IbHbIX KYAbTYp.

Ll,el]bIO Mmoel pa6OTbI ABNAETCA NONbITKAa CUCTEMATU3ALUN 06LIJ,VIX 3HaHUi O
ABNEHUAX a¢pO-Ky6MHCKOFO N NaTUHCKOrIO AXa3a.

fl HaperoCb, YTO MoA pa60Ta 6yp,eT nosie3Ha MY3blKaHTaM, KOTOPbIe XOTAT
nob/inKe No3HAaKOMUTLCA C 3TUM Hanpas/aeHUEM LI,)Ka3OBOﬁ MY3bIKW.

TaK uTo Xe TaKoe NaTUH-AKa3?
1.2 NoHATHe adppo-KyBUHCKOTO M NaTUH AyKa3a.
Mys3blKa, KOTOPYIO Ceifuac Ha3blBalOT NaTUH-AKa3, BO3HMKAA B Hblo-Mopke.

Korp,a OHa TO/N1IbKO noABu1aCb, €e Ha3bliBan Cubop, NOTOM CTa/iIn UCNOJZIb30BaTb
TEPMUH «NAaTUHCKUN AXa3», NOTOMY YTO K TOMY BPEMEHWN OHA BK/1l04Ya/sla B cebs

1.Introduction
1.1 From the author

Cuban music surrounds me ever since | was born. When a child, my first musical
experience was the sound of Orquestra Original de Manzanillo and of the wind
orquestra Glorietta Morisca, which used to play danzones and other traditional
Cuban music in the park of Manzanillo, my native town, called as well ‘La tierra
del Son’, the land of son. | remember being taken away by this music and my
childish desire to learn how to play the flute and the saxophone. Much later |
got familiar with jazz, beginning with the records of Charlie Parker and Paquito
de Rivera.

When | began doing my first steps in jazz and in mastering the art of
improvisation, the question of the fusion of these two music cultures attracted
my attention.

The objective of this work is to systematize the general knowledge of the Afro-
Cuban and the Latin jazz phenomena.

| hope this work will be useful for the musicians who want to know more about
this trend in jazz music.

Then what is Latin jazz?
1.2 The concepts of the Afro-Cuban and the Latin jazz
The music called Latin jazz appeared in New York. When it had just popped up it

was called Cubop, then the term ‘Latin jazz’ began being used, as by that time,
together with the Cuban jazz of Afro-Cuban roots, it had absorbed also the jazz




He TONbKO KYBUHCKMI AyKa3 ¢ appo-KYBUHCKMMM KOPHAMM, HO U [3Ka3s,
CMeELLaHHbIN C 4PYTUMW CTUNAMM TAaTUHOAMEPUKAHCKOM My3bIKM (My3blKa
BeHecyanbl, ApreHTuHbI, BonnBUK, My3biKK GlameHKo).

depHapao Tpyaba.

TuTo MNysHTe: «Mbl UrPaem AyKa3oBble MeNoAUKN, CMELINBaA UX C pUTMamMu Ya-
Ya-ya, N'yaryaHko, COH MOHTYHO U T.A4».

Yyyo Banbaec: «Hawa cuabHas cTopoHa - 3To puT™M, 6osblioe pasHoobpasue
PUTMOB, KOTOPbIE NepeLLnn K Ham No HacneacTsy. Ho rapmoHuyeckas cuna, s
CYMTalo, HaxoamTca Ha Tom 6epery. Hago oToBclogy 6paTtbh BCE camoe Nydluee.
M3y4yaTb rapMOHUIO, B TOM YMC/IE KNACCUKOB KaK, Hanpumep, TBOPYECTBO
KOMMO3UTOPOB-UMMNPECCUOHUCTOBY.

1.3 BsaumoBsnuaHne adppo-KyBMHCKOro AxKasa U NaTWH- A¥Kasa.

06wen3BecTHO, YTO KyBMHCKaA HaUMOHaAbHAA My3blKa U AKa3 MMeIoT obline
KOPHW. ITO MOKHO CKa3aTb M 0 ApYrux adppoamepmuKaHCKUX CTUAAX
Kapubckoro 6acceliHa 1 bpasuanu.

ka3 npowwen ocobblit NyTb B CBOEM PAa3BUTUM, YTO BO MHOTOM 0BYC/IOB/IEHO
notepeit appUKaHCKNX 3/1IEMEHTOB U, B YaCTHOCTU, HALLMOHAbHbIX
MY3bIKa/IbHbIX MHCTPYMeEHTOB. Ero nctopma 3a nocnegHue 50 net 6biia BO
MHOTOM CBA3aHA C MOMCKOM CBOMX adpPUKAHCKUX KOpPHEW. ITOT npoLecc
BbIpa3naca B NPUBAMKEHUUN K appo-KyBUHCKOM My3bike, ocobeHHo B 40-e rogbl.
Ceivac HU OAMH KPUTKK He CTaHEeT CNoPUTb, YTO NMOYTM C CAMOro Havyana
Ky6UMHCKan mMmy3blKka MOB/MANA Ha AXKa3 6osblue BCero.

B copokoBble rogpl co3gatenn 6ona ABAAAUCL HEOCMOPUMbBIMW HOBaTOPaMM
oasa. 06beAMHMBLINCL B Hblo-Mopke ¢ KYyBUHCKMMU My3bIKaHTaMM, OHM
Hayann co34aBaTb CTU/b, KOTOPbIV HAa3BaNW Ky-60N UAK adpPOo-KYBUHCKMUIA ArKa3s.
Mo3xe 3TOT CTUAb NOMYYNA Ha3BaHUE NINTUH A)Ka3 U3-3a NPUCOeUHEHUSA K
HeMy My3blKaHTOB M3 Apyrux ctpaH Kapmnbckoro b6acceliHa v JlTaTUHCKOM
Amepukun. Kpome Mauunto 1 ero Afrocubanos, cpean Bblgatowmxca puryp Ky-

mixed with other styles of Latin American music (the music of Venezuela,
Argentina, Bolivia, the Spanish flamenco) — Fernando Trueba.

Tito Puente: ‘We play jazz tunes mixing them with the rhythms of Cha-cha-cha,
Guaguanco, Son Montuno, etc.

Chucho Valdez: ‘Our strong point is the rhythm, a great variety of rhythms,
which we have inherited from our predecessors. But the harmonic strength, as |
think, is on the other side. Wherever one should take the best; learn the
harmony and the classical music, like the creative work of impressionists, for
instance’.

1.3 Interconnection of the Afro-Cuban and the Latin jazz

It's common knowledge that the Cuban national music and jazz have common
roots. The same can be said about other Afro-American styles of Brazil and of
the Caribbean.

Jazz has followed a special route in its development, which has been
predetermined mainly by the loss of its African elements, and the national
musical instruments in particular. During the last 50 years its history has been
connected with the search for its African roots. This process resulted in its
approximation to the Afro-Cuban music, especially in the 1940-ies. Nowadays
not a single critic would argue the fact that since the very beginning it was the
Cuban music which influenced jazz most of all.

In the 1940-ies the founders of bop were the unquestionable jazz innovators.
Having joined Cuban musicians in New York, they began creating a style called
cu-bop or the Afro- Cuban style. Later this style was named Latin jazz due to the
incorporation of some musicians from other countries of the Caribbean and of
Latin America. Apart from Machito and his Afrocubans, among the outstanding
figures of cu-bop there were Mario Bausa, Dizzi Gillespy, Chano Poso and




6ona 6bian Mapwuo bayca, Ansu Mnecnu, YaHo Moco 1 Yapau Mapkep.

B 50-e roabl Ka3anocb, YTO 3TO TeYeHWe TepaeT CBOW BEC B CPABHEHUMU C Ky
[A’Ka30M M BICT KOACT A3Ka30M, OHaAKO TakMe My3blKaHTbl Kak Max Roach, ApT
Bnakn, Xopac Cunbeep n COHM PONNUHC COXPaHMAKN CBOW MHTEpeC K
adpUKaHCKUM pUTMaM.

B 1962 roaa My3sblKaHTbl CTUASA COOl MPULWAN K HOBOMY CMJ1aBY € IATUHCKUMM
puTMamMm, Ha 3TOT pa3 ¢ Bossa Nova Carioca. C Te4eHMem BpeMeHM OHa
BK/ItOYaa B ceba Bce 60nbLUE CTUAUCTUYECKMX SNEMEHTOB U3 MY3bIKM Pa3HbIX
wupot. Mpumepbl 3TOro MOXKHO HaMTK B TBOpYecTBe Mongo Santamaria, a
nosgHee ny Chick Corea, KOTopbIi CMeLIMBAET A Ka3 C POKOM, daMEHKO,
adpo-KybUHCKoM un Bpasnabckoi mysbikol (BmecTe ¢ Airto Moreira u Flora
Purim). Camblli LUMPOKUIA CUHTE3 MOYKHO BCTPETUTH B TBOPYECTBE
apreHTUHCKoro cakcodoHucta Gato Barbieri, KOTOpbIN BKAOYAET B CBOIO
MY3bIKY NMPaKTUYECKM BCE CTUAM NaTUHOAMEPUKAHCKOM MYy3bIKM.

Tem BpemeHem Ha Kybe, HecmoTpsa Ha baokaay, NOABAANUCL MOSIoAble
NOKOJ/IEHUS MY3bIKAHTOB, KOTOPbIE BHOCM/IM HOBOE B AKa3.

2. a3 Ha Kybe B 20e - 60e roapl.

KybMHCKMe My3blKaHTbl, KOTOpPbIEe CEMYAC YAUBASAIOT KPUTUKOB U MY3blKaHTOB
[)Ka3a BO BCEM MUpPe, HE NOABUINCL CMOHTAHHO W3 MYCTOTbI: OHU ABAAIOTCA
HacnegHMKaMM My3blKasibHOM Tpaguuuu. Yxke B 1925 rogy Ha Kybe noasuanco
[)Ka30Bble OPKECTPbl, 3aMeHMBLUME BCKOPE CEBEPOAMEPUKAHCKNE KONNEKTUBDI,
KOTOpble 4,0 TOro eXXerogHo HaHMMaAUCb MMMNPECcapmno OTenemn U KasuHo.

Cpeau nepBbIX KYBMHCKMX AKa30BbIX FPYNN MOXKHO BblaenuTb Teddy Henriquez,
Celido Curbelo, Jose Antonio Curbelo. [J}ka3 oTY4ETNIMBO BANAA HA KYOBUHCKMX
My3blKaHTOB. Ero ctanmn urpatb KpynHble purypsbl, Takme Kak AnexaHgpo fapcusa
KaTypna, KoTopblii co3aan askasosyto rpynny B Caibarien. Toraa ske noasunca
nepBbii KYBUHCKMN aBTOPUTETHbLIN AKa30Bbl KPUTUK Alejo Carpentier.

Charlie Parker.

In the 1950-ies it seemed like the trend was losing its weight as compared to
cool jazz and west coast jaz, but such musicians as Max Roach, Art Blackey,
Horace Silver and Sonny Rollins maintained their interest to African rhythms.

By 1962 cool style musicians had come to a new merge with the Latin rhythms,
it was Bossa Nova Carioca. As time went by, it kept absorbing more and more
stylistic elements proper to the music of various latitudes. Such examples may
be found in the compositions by Mongo Santamaria and later by Chick Corea,
who mixes jazz with rock, flamenco, Afro-Cuban and Brazilian music (together
with Airto Moreira and Flora Purim). The amplest synthesis can be found in the
compositions by the Argentinian saxophonist Gato Barbieri, who is making use
of practically all the styles of Latin American music.

In the meantime, in Cuba, in spite of the blockade, new generations of
musicians were innovating jazz more and more.

2. Jazzin Cubain the 1920-1960-ies.

The Cuban musicians, who are taking critics and jazzmen all over the world by
surprise, haven’t materialized out of the thin air; they are heirs to a music
tradition. As far back as in 1925, jazz orchestras appeared in Cuba which
substituted North American groups, annually employed by hotel and casino
impresarios.

Among the first Cuban jazz groups it is worth to mention those of Teddy
Henriquez, Celido Curbelo, Jose Antonio Curbelo. Jazz clearly influenced Cuban
musicians. It began being played by such big musicians as Alejandso Garcia
Caturla, who created a jazz group at Caibarien. It was also the time when the
first Cuban jazz critic, Alejo Carpentier, appeared.




B 3T0 Bpema v B nocnegytowme rogbl NOABAAIOTCA NepBble KPyMHble
WHCTPYMEHTaNMUCTbl KYBUHCKOro AyKa3a, TakMe Kak Tpybay Rene Oliva, yaapHuK
n Bokanuct Alberto Jimenez Rebollar, cakcodpoHuctbl Amado Valdes, German
Lebatard n Armando Romeu, ckpunayd n cakcopoHuct Jesus Pia, cakcodpoHucT,
KNAPHETUCT, @ BNOCNeACcTBUM Tpybay M apaHXUpPOoBLLMK opKecTpa Kaba Kanyaa un
T.4. Mario Bausa. Takxe ctout otmeTuTb Alberto Socarras, Kotopbiii B 1928
3anucan B CLLA nepBoe B UCTOpUM AKa3a coNo GAENTbl U € TOFrO MOMEHTa CTan
NMUOHEePOM NATMH ArKa3a U NOo3Ke casbCbl. HY)KHO BCMOMHUTL U MMaHMKCTa
Celido Curbel, o koTopom ApmaHao Pomey cKkasasn, UTo oH onepeaunn Bcex Ha 30
ner.

30-e roapbl Ha Kybe xapaKkTepusytoTcsa co3aaHnemM KpyrnHbIX AxKa3-63Ha0B.
Cpeau Hux BblaensaoTca konnektuebl Armando Romeu, Rene Touzet, Bellamar,
bpaTbeB Castro, Lebatard, Casino de Playa, 6patbsa Palau, Havana Casino,
Reverside y 1 }keHcKMit opkecTp Anacaona.

B 3TuX rpynnax, He3aBMCUMO OT NPOLLECcCOB, NPOUCXoamnBLLKX B Hbto-Mopke,
HAYMHAIOT MCNONb30BaTbCA KYOUHCKME pUTMbI. C OPKECTPOBKAMM U
apaHXMPOBKAMU B HUX NPOSBAAIOT €6 MCNONHUTENN U aPAHKNPOBLLMKH,
CbirpaBLUMeE BAXKHYIO POJib B My3bIKa/IbHOM UCTOPUU CTPaHbI.

Cpeau HUX MOXHO YNOMSIHYTb cakcodoHucTa Gustavo Mas, Tpybaua Luis
Escalante un Arturo Chico O Farril (BnocneacTBmm cTas apaHXUpPOBLLNKOM
opkecTtpa beHu N'yamaHa, Machito, Stan Kenton, Dizzy Gillispie, Count Basie).
EuLe ABa 3ameyaTesibHbIX AXKa30BbIX apaHKUPOBLLMKA U BblAAOLMXCA
My3blKaHTa B pasHbIX cTUAsAX - 3To Felix Guerrero u Roberto Sanchez Ferrer.

B 40-e roabl cpeam nepsbIX AKa30Bbix NesBul, Ha Kybe 6biin Ana Menendez y
Rosita Fornes.

I'IepeqmchN\ HEKOTOPbIX N3 CaMbIX aKTUBHbIX MY3bIKaHTOB TOIro BpemMeHu.

MuaHucTbl: Mario Romeu, Augustin Mercier, Bebo Valdes, Frank Emilio, Pedro
Justiz, Rafael Samovilla, Samuel Tellez, Virgilio Lopez, Robertico Moreira.

In those times and later on, the first major Cuban jazz instrumentalists
appeared, like Rene Oliva, a trumpeter, Alberto Jimenes Rebollar, a drummer
and a singer, Amado Valdes, German Lebatard and Armando Romeu,
saxophonists, Jesus Pia, a saxophonist and a violinist, Mario Bausa, a
saxophonist, clarinetist, and then a trumpeter and an arranger in Cab Calloway
orchestra. It’s worth to mention Alberto Socarras, who was the first to make a
recording of a jazz flute solo in 1928 in New York. He was destined to become a
Latin jazz and then a salsa pioneer. It's necessary to recollect the name of Celido
Curbel, who, according to Armando Romeu, was 30 years ahead of his time.

The 1930-ies in Cuba were characterized by the development of big jazz bands.
The bands of Armando Romeu, Rene Touzet, Bellamar, the Casto brothers,
Lebatard, Casino de Playa, Hermanos Palau, Havana Casino, Reverside and the
female orchestra Anacaona were the best.

Independently from the processes going on in New York, these groups start
using the Cuban rhythms. Arrangements and orchestrations were made by
performers who played an important role in the music history of the country,
such as Gustavo Mas, a saxophonist, Luis Escalante and Arturo Chico O'Farril ,
trumpeters ( the latter then became Benny Goodman’s arranger), Machito, Stan
Kenton, Dizzy Gillispie, Count Basie. Felix Guerrero and Roberto Sanchez Ferrer
were two more brilliant arrangers in various styles.

In 1940-ies Ana Menendez and Rosita Fornes were among the first Cuban jazz
singers.

Let me innumerate the most active performers of the time.

Pianists: Mario Romeu, Augustin Mercier, Bebo Valdes, Frank Emilio, Pedro
Justiz, Rafael Samovilla, Samuel Tellez, Virgilio Lopez, Robertico Moreira.




CakcodoHucTbl: Gustavo Mas, Jose Chombo Silva, Armando Romeu, Emilio
Penelver, Tata Palau, Pedro Alejandro Vivar, Miguel Franca.

Tpybauu: Luis Escalante, Arturo O Farrill, Jorge Varona.
TpomboHucTbl: Pucho Escalante, Jorge Rojas, Alberto Giral.

mtapuctbl: Isidro Perez, Rafael Mola, Manolo Saavedra, Pablo Cano,Carlos
Emilio Morales.

KoHTpabacuctsl: Kiki Hernandez, Papito Hernandez, Israel Lopez (Cachao),
Orlando Lopez (Cachao Il), Luis Rodriguez, Reinaldo Mercier.

YaapHuku: A. Jimenez Rebollar, Fausto Garcia Rivera, Daniel Perez, Guillermo
Alvarez, Guillermo Barreto, Walfredo de los Reyes.

3. CauAHMe KyBUHCKOM My3bIKM U CEBEPOAMEPMKAHCKOTO AKasa.

BaXKHbIM MECTOM CAMUAHMA AyKa3a U KyBUHCKOM My3blikn 6bin Hblo-AMopk. B
OCHOBHOM 3TO Npoucxoanno 6aarogaps WUPOKOI N3BECTHOCTU U aBTOPUTETY
Tex, KTO CTOAN Y MCTOKOB 3TOTO ABUMKEHMA, Y BO3MOMKHOCTU €70 aKTUBHOIO
pacnpocTpaHeHua Yyepes NAacTUHKK, MeXAyHapoaHYIo npeccy, No paguo.

XoTa Ha Kybe nponcxoamnno To e camoe (TONbKO HEMHOTO MHaYe), HUKTO He
npuaasan sTomy 60/1bWOro 3HayeHusA. OueHb 60/bLIYIO POJIb B 3TOM Cbirpanu
3KOHOMMYECKMNE PaKTopbI.

OAHOWM M3 rNaBHbIX XapaKTepHbIX 0CobeHHOCTel 3Toro camaHma Ha Kybe ctano
TO, UTO KYBMHCKan My3blKa bblna KOTUPYEMbIM NPOAYKTOM Ha My3blKa/lbHOM
pblHKe, TOrAa Kak aBaHrapgHbli AxKa3 NpoAaBanca MeHbLWUHCTBY M C 60/1bLWLMM
TpyAaom. My3bliKasbHbIM OPraHU3aLMAM U areHTam BbiN0 MHTEPECHO BBECTU B
61-60n anemeHTbl appPOo-KYOBUHCKOWM MY3bIKM, HO MO NPUYMHAM,
NPOTUBOMNO/IOKHbBIM TEM, KOTOPbIE 3aCTaBAANN 3TO AeNaTb AXKa3uCToB. Hu
OAHOro MMNPECcapmo He MOT/I0 MHTePEeCoBaTb, YTO6bI KYBUHCKME My3bIKaHTbI

Saxophonists: Gustavo Mas, Jose Chombo Silva, Armando Romeu, Emilio
Penelver, Tata Palau, Pedro Alejandro Vivar, Miguelm Franca.

Trumpeters: : Luis Escalante, Arturo O2Farrill, Jorge Varona
Thrombonists: Pucho Escalante, Jorge Rojas, Alberto Giral.

Guitarrists: Isidro Perez, Rafael Mola, Manolo Saavedra, Pablo Cano,Carlos
Emilio Morales.

Double bassists: Kiki Hernandez, Papito Hernandez, Israel Lopez (Cachao)
Orlando Lopez (Cachao Il), Luis Rodriguez, Reinaldo Mercier.

Drummers: A. Jimenez Rebollar, Fausto Garcia Rivera, Daniel Perez, Guillermo
Alvarez, Guillermo Barreto, Walfredo de los Reyes

3. The fusion of the Cuban music and the North-American jazz.

It was in New York where jazz and Cuban music fused. It happened mainly due
to the well-known and influential people who laid the foundations of the
movement and because of a vast scope of possibilities to promote the product
through disks, the international media and over the radio.

Although in Cuba the same processes were going on (in different ways) nobody
took that into account. It was mainly because of the economic factors.

One of the characteristic features of this fusion in Cuba was the fact that Cuban
music was a desired product at the music market, whereas the avant-garde jazz
was hard to sell and there were fewer fans. Music organizations and agents
were interested in the mixture of Afro-Cuban elements and bop, but the
reasons were quite opposite to those which were making jazzmen do it. Not a
single impresario was eager to have Cubans play jazz, as it wouldn’t sell then
either to the national public or to the American tourists.




Urpanu Axkas, KOTopbli TOr4a He NpoAaBasca HU KyBUHCKoM nybaunke, HU
amepMKaHCKMM TypUCTam.

C apyroli cTopoHbl, 06A3aTeNIbHbIM penepTyap KyBUHCKUX OPKECTPOB COCTOAN B
OCHOBHOM 13 MeXAYyHapOoAHOM My3blKM (B OCHOBHOM KOMMEpPYECKOW) ”
BK/1lOYa/1 O4YE€Hb MaJiO HAaCTOALMX AXKa30BbIX HOMEPOB. B Tex pegKux ciyyasx,
Korga y KybuHCKoro opkecTtpa 6bin AXKa30Bbll penepTyap, Kak, Hanpumep, y
opkecTpa Armando Romeu, 3TOT OpKecTp A0/3KeH bbl 403MPOoBaThb €ro 04YeHb
OCTOPOXKHO MW UrPaTb ero ToIbKO B MyCcTOM Kabape.

TaK Kak Ky6MHCKMe MY3bIKaQHTbl XOPOLWWO 3Ha/1M CBOKO MY3blKa/IbHYIO Tpaanuuio,
NMOYTUN HEOCO3HAHHO NpPoOU3OLWAN TPW BEeLN:

1. ApPaHXUPOBLLMKN Haya M BBOAUTb AKa30Bble 3/1eMEHTbI B CBOU
OPKECTPOBKM KYBUHCKUX HOMEPOB.

2. ConnCTbl Ha AYXOBbIX MHCTPYMEHTaX U Aa*Ke MMaHUCTbl OCBaMBanu
OAMHAKOBO XOPOLIO KYBUMHCKYIO M A3Ka30BYH0 GpPasnpoBKY U AaKe CmellnBanu
nX, Co34aBas 06LWMI A3bIK.

3. TununyHan Ky6VIHCKaFI nepKyccuna Ctana UCNno1b30BaTbCA B AXKA30BbIX
dpaHXMNPOBKaAX N 4aCTO OHU AeNaancCb Ha OCHOBeE d)YHKLI,VIVI Knase n ee
NOTMPUTMUMN. OueHb Ba*XHYO POJib B3A/1IN Ha cebs YO3PHUKHN, KOTOpPbIE CTaln
NMO-HOBOMY UTPaATb Ha CBOUX MHCTPYMEHTAX.

JTaTUHCKMIA gyKa3 AeMOoHCTpupoBan cebs ogHOBpeMeHHO U B [aBaHe, U Hbto-
MopKe, TonbKo B FaBaHe 3TO NPOM30LLNO CNOHTaHHO, 6e3 NpeTeH3ni Ha
OOCTUNKEHME YEro-To HOBOIO U YK KOHEYHO 6e3 Kakoin-nnmbo peknambi 1
NnoALEepPKKN.

Takne Komnosnumm Kak Mambo a la Kenton Apmango Pomey , Guempa bebo
Banbaec, unm Mambo en Espafia Mepy4ynHa, ABAAIOTCA NPUMEPAMUN CANAHUSA
CTUAIEM U My3blKa/lbHbIX TPAAULMIA, KOTOPbIE NPEALLECTBYHOT COBPEMEHHbIM

On the other hand, the ‘must have’ repertoire of the Cuban orchestras
consisted mainly of the international commercial music and included few
genuine jazz pieces. In the rare cases when a Cuban orchestra had a jazz
repertoire, as was the Armando Romeu orchestra, they had to dose it with care
or to play it when the audience was not very numerous.

As Cuban arrangers were very good at their music tradition, three things
happened almost without being noticed by anybody:

- Arrangers began introducing jazz elements to their orchestrations of
Cuban pieces;

- Wind soloists and even pianists mastered both Cuban and jazz phrasing
and mixed them up to create a common language.

- The typical Cuban percussion began being used in jazz arrangements
often made on clave function and its polyrhythm. Drummers acquired a very
important role playing their instruments in a different way.

Latin jazz was demonstrating itself simultaneously in La Havana and in New
York, the only thing is, in La Havana it happened spontaneously, not claiming to
have invented something new. It goes without saying, there wasn’t any
advertising or any support.

Pieces like ‘Mambo a la Kenton’ Armando Romeu, ‘Guempa’ by Bebo Valdes or
‘Mambo en Espafia’ by Peruchin are vivid examples of style and tradition fusion,
which was followed by Chick Corea and John McLaughlin.




My3blKaHTaM TakMM Kak Yuk Kopea.

Opyrumu npumepamun MoryT cay*utb “descargas”, 3anncaHHble bacuctom Israel
Cachao Lopes, putm Batanga bebo Banbaeca n “npuHoweHua” Tpecepo u
apaHXMpoBLMKa HWHO PuBepa u dpaHKa IMUAMO C pasHbIMM rpynnamu,
CBA3aHHbIMK C ABUXKeHneM Feeling.

MepexoAHbl MOMEHT B UcTopumn Jazz Latino nponsowen B 1961-1967 rogax.

B 1967 ocHoBbiBaeTca Orquesrta de Musica Moderna, KoTopbim pyKkoBoAuUT
Armando Romeu, 1 HaYMHAIOT NOABAATLCA HOBbIE MY3bIKAHTbI,
cbopmupoBaBLUMECA B MOC/IEPEBOJIOLNOHHbBIX LKOMAAX, KOTOPbIe ceiyac
COCTaBAAOT 6O/bLIYIO YAaCTb KYBUHCKMX MYy3bIKaHTOB.

C 1961 no 1967 rog, rnaBHbIMM A3Ka30BbIMW OpKecTpamu B MaBaHe bblaun
Leonardo Timor y Rafael Samovilla. a Takxke La orquesta del Teatro Musical de
La Habana, B KoTopom urpanuch apaH»npoBku Federico Smith, Leo Browner,
Tony Tafo.

Cpeau apyrux rpynn — rpynna Felipe Dulzaides, MHCTpyMeHTaNbHbIM KBUHTET
Frank Emilio y Guillermo Barreto, HoHeT Pucho Escalante, el Free American Jazz
Eddy Torriente y Mario Lagarde, rpynna Chucho Valdes c Bokaanctom Amado
Borcela (Guapacha).

TponukaHa.

OAHO 13 cambix 3HameHUTbIX Kabape Kybbl — TponuKaHa, Bcerga bbiia LeHTpom
[’Ka30BOW KM3HU MaBaHbl - 34,eCb YacTo Urpaav 3Be3abl AyKasa U NPOBOANIUCD
[OXKeM CelHC UK KaK roBopAaT Ha Kybe — aeckaprac.

Ha 3pewHunx axem CeLHc Nrpaam Takme My3blKaHTbl, Kak PpaHK dmunuo,
Megpo Yao, Xecyc KayHezno, SleoHapao AkocTa, NepyuunH, 6ebo Banbgec u
mHorune opKectpbl n3 CLLA, KaK, Hanpumep, opkecTp Byan XepmaHa, benun
l'yomaHa, n Mmy3blKaHTbl, Takme Kak Hat Kunr Koyn, bagu Puy, Munt [J)KeKCoH,

Other examples are descargas, recorded by the double bassist Israel Cachao
Lopes, rhythm Batanga Bebo Valdes and ‘offerings’ by the trecero and arranger
Israel Cachao Lopes with various groups related to the feeling movement.

1961-1967 was a transitional time in the history of Jazz Latino.

In 1967 Orquesrtra de Musica Moderna of Armando Romeu was created and
new people began coming onto the stage. All of them developed after the
triumph of the Cuban revolution and now they form the majority of Cuban
musicians.

In the period of 1961-1967 the most important bulwarks of jazz in Havana were
the orchestras of Leonardo Timor and Rafael Samovilla, as well as La orquesta
del Teatro Musical de La Habana, where arrangements by Federico Smith, Leo
Browner, Tony Tanno were played.

Among other groups there are the group of Felipe Dulzaides, el Quinteto
Instrumental of Frank Emilio y Guillermo Barreto, el Noneto of Pucho Escalante,
Free American Jazz of Eddy Torriente and Mario Lagarde, the group of Chucho
Valdes with the vocalist Amado Borcela (Guapacha).

Tropicana

One of the most famous cabarets of Cuba, Tropicana has always been the
center of the jazz life in Havana; jazz stars have played there, jam sessions, or
descargas, as they are called in Cuba, have been held.

There, at the jam sessions such musicians played as Frank Emilio, Pedro Chao,
Jesus Caunedo, Leonardo Acosta, Bebo Valdéz. A number of orchestras and
musicians from the USA, like Woody Herman’s and Benny Goodman'’s
orchestras, Nat King Cole, Buddy Rich, Milt Jackson, Philly Joe Jones, Stan Getz,




®dunn Oxo OkoHc, CTaH eTc, KeHHu [pto. B aTom Kabape 3By4anu nydwne
O)Ka30Bble MY3blKaHTbl 3MOXMW.

Teatp Amageo PongaH.

Teatp Amageo PongaH 3HameHyeT cob0oi 04eHb BaXKHbIM 3Tan B Pa3BUTUM
KYOWMHCKOM My3bIKM M NAaTUHCKOTO ArKasa. 34eCb HaYalacb UCTOPUA KYBUHCKOro
OpKecTpa COBPEMEHHOW My3blKMW, KOTOPbII Hbl1 BUTr-63HA0M, COBEPLUMBLLMM
pesonoLmio B My3bike 70-x. I3 3TOro opKecTpa BbIWM TN1aBHbIE MY3bIKaHTbI Ha
CueHe KyBUHCKOro ArKasa U aTUH-AKasa. MNepsBbiM AnpuKepom opKecTpa bbin
ApmaHao Pomey, 04MH U3 CTapeirmnx My3blKaHTOB - OCHOBaTe el AyKasa Ha
Kybe, HaumHasna c 20-x rogos. OH 6bin cTaplwe Ynko O’dapuna, u Korga Yuko
611 Anpukepom opKectpa B TponmkaHe, ApmaHao Pomey BO3rnasasn opkectp
COBPEMEHHOM MY3bIKW, MMAHUCTOM KOoToporo 6bin bebo Banbaec.

MNakuto e Pusepa urpan 3geco nepsblin anbT, HA KOHTpabace 6bin Kapnoc
nenb MNyapTo, Ha nepkyccmm - Ockap Banbaec, Ha TeHOP cakcopoHe urpan
Kapnoc Asepxod, cpean Tpybaueit 6biin Xopxe BapoHa n ApTtypo CaHgobanb.
JHpuKe Mna 6bin yaapHuMkom, Kapaoc dmunmo Mopanec rutapuctom, Hyyo
Banbaec nuaHucTom.

M3 aToro opkectpa B 1973 Bbiwna rpynna Npakepe, KOTopaa 40 CEro MOMeHTa
ABNAETCA CAaMOW Ba*KHOW rpynnoi adppo-naTMHCKOro AxKasa Ha Kybe n 8 mupe.

pynna Upakepe.

Y Upakepe 6b110 ABa penepTyapa U3-3a ABYX TEHAEHLMIN BHYTPU rpynnbl.
YacTb My3bIKaHTOB XOTE/IN UTPaTb TaHLLEBA/IbHYIO MY3bIKY, COCTaBUTb
KOHKYPEHLMIO TaKMM rpynnam Kak Los Van van unu Ritmo Oriental n ctatb
3HaMeHUTbIMU. [lpyrne my3blKaHTbl HE XOTEIN C STUM MUPUTLCA, OHU XOTENN
NrpaTb MeHEe KOMMEPYECKYID, IKCNEPUMEHTAIbHYIO MY3bIKY € 6o/bluel
[Ka30BOM HaNpPaBAEHHOCTbIO.

Kenny Drew. The best jazz musicians of the epoch have sounded there.

Amadeo Roldan theatre

The Amadeo Roldan theatre marks a very important stage in the development
of the Cuban music and Latin jazz. There, the story of the Cuban Modern Music
Orchestra, a former big band, began. It revolutionized the music of the 1970-ies.
All the major musicians of the Cuban and Latin jazz came from there. The first
conductor of the orchestra was Armando Romeu, one of the most experienced
musicians, the founders of jazz in Cuba back in 1920-ies. He was older than
Chico O’Farrill and when Chico became the conductor of the Tropicana
orchestra, Armando Romeu headed the Modern Music Orchestra, where Bebo
Valdes played the piano.

Paquito De Rivera played the first alto, Carlos del Puerto was the double bass
and Oscar Valdes played the percussion. Carlos Averhoff played the tenor
saxophone, among the trumpeters there were Jorge Verona and Arturo
Sandoval. Enrique Pla was the drummer; Carlos Emilio Moralez played the
guitar and Chucho Valdes the piano.

In 1973 the group Iraquere originated from this orchestra. Up to the present
moment, it has been the most significant Afro-Latin jazz group in Cuba and in
the world.

Iraquere group

Because of the two tendencies within the group, Iraquere used to have two
repertoires. Some musicians wanted to play dance music; they wanted to
compete with Los Ban Ban or Ritmo Oriental and to become famous. Some
others were eager to play less commercial experimental jazz-oriented music.




Mpynna Upakepe cnomasna Bce CyLLeCTBOBABLUME rPaHULLbl U CO34ana HOBbIM
CTUNb TaHLLEBa/IbHOM MY3bIKM M NaTUH AKa3a C TaKUMM Nbecamu Kak La Misa
Negra c ogHo cTopoHbl 1 Bacalao con Pan ¢ gpyroli, Kotopas bbina
TaHLEeBa/IbHbIM HOMEPOM M CTaNna 3HaMeHUTOM Ha Kybe.

My3blKkanbHaa Tpaguuma Kybbl cknagbiBanacb NOCTENEHHO OT PaHHUX
XabaHepbl M AaHCOHA A0 COBPEMEHHbIX CTUNel, Bbupas B cebs anemeHTbl
OYeHb Pa3HbIX My3blKanbHbIX KYy/bTyp U CO34aBas HOBbIE }KaHpbl U CTUAN. B ee
OCHOBE, KaK M B OCHOBE CEBEPOAMEPUKAHCKOIO AKasza, EXUT CAnAHUE
€BPONeincKom My3blKaJbHOM TPAAULLUN U MY3bIKM YePHbIX paboB, NPUBE3EHHbIX
13 AbpuKHU.

4. Bnuanue Adppuku Ha Kybe.

AdpurKaHCKMX paboB HaYaM NPMBO3UTb Ha KapubcKkMe ocTpoBa HauMHanA €
1511 roaa. CHayana unx Be3nn B JJoOMMHUKaHCKYO Pecnybanky, a Kk 1513 roay
pabosnageHune pacnpocTpaHWUIOCh Ha Bce 30HY Kapubckoro bacceiHa, BKAOYas
MyapTo-PuKo 1 cambiit 6onbLlioit octpoB Kapmnbekoro 6acceiiHa Kyby, rae Ao cux
NMop COXPaHATCA MHOTUE adpUKAHCKME TpagULLUM.

[lBe oCcHOBHbIe rpynnbl adprKaHLUEB, NpUBE3eHHbIX Ha Kyby, 3To ntoan liopyba
13 Hurepuu 1 6aHTy 13 3ampa, TakKe Ha Kyby 6bian npuBeseHbl ntoam M3 KoHro.

BmecTe ¢ HUMM Ha Kapubckue ocTpoBa bbiiv NpuBeseHbl MHOTMe adppuUKaHCKue
penurum, Kak, Hanpumep, caHTepusa (KoTopas npeacTasaseT coboli YacTb
Tpaauumu opyba) n nano, pennrnosHan Tpagmuma niemeHun 6aHTy.

B 3TOW pennr1osHoi Tpaamuumm UMeeTcs OrPOMHOE KONMYECTBO PUTYasIbHbIX
PUTMOB, UX TUMUYHbIE MHCTPYMEHTbI - TpU BapabaHa - KOHIU.

Kamp,o:v\y CBATOMY B HMFele)‘ICKOl)‘I pennrnnm noceBALWanTCA CBOU HaneBbl U
PUTMbI, B UTOre noay4yaeTca becKkoHe4yHas ramma PUTMOB U HaNeBOB, KOTOpPbIE
MOXHO HaliTK B HMFepMﬁCKMX TPpagnunAax Ha Ky6e N B HEKOTOPbIX HaCTAX

The Iraquere group broke all the existing boundaries and created a new dance
music and Latin jazz style with compositions like La Misa Negra on the one
hand and Bacalao con Pan which was a dance piece and became famous in
Cuba, on the other hand.

The Cuban music tradition was being formed gradually, beginning with the early
habanera and danson and ending in the modern styles, absorbing the elements
of quite different music cultures and creating new genres and styles. Like North
American jazz, it’s based on the fusion of the European music tradition and the
music of the black slaves brought from Africa.

4. African influence in Cuba

African slaves began being brought to the Caribbean islands since 1511. First
they were transported to the Dominican Republic and by 1513 slavery had
spread onto the whole of the Caribbean, including Puerto Rico and Cuba, the
biggest island of the region. Some of the African traditions are still preserved
there.

It so happened that Yoruba people from Nigeria and Bantu from Zaire were
brought to Cuba alongside with slaves from Congo.

Together with the people, a number of African religions were brought, like
Santeria, partly a Yoruba tradition, and Palo, the religious tradition of Bantu
tribe.

In palo there are a huge number of ritual rhythms. Their typical instruments are
the three conga drums.

To each saint in the Nigerian religion their own tunes and rhythms are
dedicated, as a result, an endless specter of rhythms and tunes arise which can
be found in the Nigerian traditions in Cuba and in certain regions of Brazil.




bpasnnuu.

Yy ﬂIOAEl)‘I n3 KoHro 6bisa cBos penurmna nog HassaHMem naso, KoOTopaA He
nmesia HU4Yero O6LU,EFO C caHTepmeﬁ. B pennrnn nasao eCtb CBOU A3blK, CBOU
TPaAULNOHHbIE MHCTPYMEHTbI N HAaneBbl.

HurepuiiLbl roBOPAT Ha A3bIKAX IYKYMW, a BbIXOALbI U3 KOHTO - Ha A3blKe KOHTO.
Opyrum nnemeHem, npeacTaBuTen KOToporo 6biv npuseseHbl Ha Kyby, 6bia1o
nnems abakya. Mx 6apabaHbl oTiMyatoTca oT bapabaHoB 6aTa U UHCTPYMEHTOB,
KOTOpble UCMONb3YIOTCA B KyNbTe Nano. Y HUX TOMKe eCTb XapaKTepHble HaneBsbl
N CBOW A3bIK.

Bce 371 appuKaHCcKMe Tpaauumm camnuck Ha Kybe. - Yyyo Bangec
4.1 KoHra.

KoHra — 3To camblii LLMPOKO UCMO/Ib3yEMbI B KYOMHCKOM My3blKe U ayKase
b6apabaH adpuKaHcKkol Tpagmuunn. MHoOrme gymatoT, YTO OH NOABMUACS HA
Kapubckux octpoBax, HO 3TO He TaK. ITOT MHCTPYMEHT BNepBble NOABUACA HA
3anagHom nobepexbe AQPUKKN Ha TEPPUTOPUM COBPEMEHHOTO 3aupa, rae
obutaet nnems 6aHTy. Ero npeacrasutenu cosganv bapabaH, KoTopblit Hbin
O4YeHb MOXOX HAa COBPEMEHHYI0 KOHTy. Ha Kybe sToT 6apabaH npumeHsanun gns
CONPOBOMXKAEHWUS PENUTUNO3HBIX LLePEMOHUIN N BO BPEMA €XKErofHOro KapHaeana
B CaHTbAro-ge-Kyba u B MaBaHe.

KoHra cTana ncnonb3oBaTbCA B TAHLLEBA/IbHOM U A4Ka30BOM My3blKe COBCEM
HedaBHO. Bnepsble oHa nossuaack B 30-e rogbl B TaHL,EBabHbIX OPKECTpax.
MepBbiM, KTO Hayan UrpaTb Ha KOHre, 6bi KYBUHCKUIA My3bIKaHT ApCceHUo
Poapurec, 6aHTy No npoucxoxaeHuto. OH urpan Ha TMNUYHOM KyBMHCKOM
MHCTpyMeHTe el tres, Ho 6biN TaK¥Ke XopoLWnm yaapHUKom. Ero aHcambnb
cocToan U3 aByx Tpy6, Tpec, dopTennaHo, 6aca, BOHIO 1 KOHTW.

Ceiyac KOHra ncnonb3yeTca BO BCEX My3blKabHbIX CTUAAX, OT NOM 40 POKa U
appOo-KYOUHCKOM My3bIKU.

People from Congo had their own religion called palo which had nothing to do
with Santeria. Palo religion has got its own language, its traditional instruments
and tunes.

Nigerians speak Lukumi, people from Congo speak the Congo language.
Abakua tribe, too, contributed their specific drums and other peculiar
instruments. Their characteristic melodies and rhythms are different from palo
cult.

All these African traditions fused in Cuba. — Chucho Valdéz.
4.1 The conga drum

The conga is an African drum most widely used in Cuban music and in jazz. One
might believe it appeared in Cuba, but it is not so, as it first appeared on the
Western coast of Africa on the territory of the present day Zaire, where Bantu
tribe lives. These people worked out a drum very much like the modern conga.
In Cuba such drums were used to accompany the religious ceremonies and
during the annual carnival celebrations in Santiago-de-Cuba ad in Havana.

It was not long ago that the conga began being used in dance and jazz music.
First it was in the dance orchestras of the 1930-ies. Arsenio Rodriguez, of the
bantu origin, was the first to play it. He used to play a typical Cuban instrument
called el tres but he was also a good drummer. His ensemble consisted of two
trumpets, el tres, a piano, a bass, a bongo and a conga.

Nowadays the conga drum is being used in all the music styles, from pop to rock
and to Afro-Cuban music.




WUrpa Ha TpaanumMoHHbIX bapabaHax, neHue 1 TaHel, CoeAMHUANUCH B TPaANLMU
pymbbl, KoTopan 3apoaunachk B NaBaHe n MataH3ac B 19 Beke.

4.2 06 NcTopnun BOSHUKHOBEHUSA CTUNEN KYBUHCKOM MY3bIKU.

Okosio0 1804 roay Bo Bpemsa peBontoumm B Nantu boraTbie cembu 13 MyspTo
MpuHcune nepeexann B CaHTbAro-ge-Kyba n npmeesnm c coboii CMHKKMIMO (3To U
Apyrue ABNeHNA KYBUHCKOW My3blK1 ByayT paccCMOTPEHbI B r1ase 3)
rauTAHCKOrO MepeHre.

C HUMM NOABUACA TUN CUHKUINO M3 KOHTPaZaHca, KOTOPbI NOBAMUAN Ha
BO3HWMKHOBEHMWE CTUAA COH. [TOTOMKM ranTAHLLEB U KyBUHL,EB NpeBpaTUAN ero B
CTUNb NoA Ha3BaHMeMm contradanza cubana, nop KoTopyto TaHLEBaNAW TaHel,

b paHLLYy3CKOro NPOUCXOXKAEHMA, NpUweawnii n3 EBponbl. M3 KoHpagaHca
BbILWEN JAHCOH C KYBUHCKMM CUHKUIAO, KOTOPbIN CTaN HaLMOHaAbHbIM
KYBUHCKMM TaHuem. KybuHCcKaa My3biKa B TO BpemsaA 6blia CAnsHUEm
eBponencKol n adppmUKaHCKOM My3blKaNbHbIX TPAgULMINA.

C KoHua 19 Beka Ha Kybe noasuancb opkectpbl 3 Hosoro OpneaHa. OHu
npueskanun Ha Kyby n urpaam ceon mapim B NlaBaHe B napKax,
OpPraHn30BbIBa/IN KOHLEPTbI M YaCTO NPUIAALWANU KYOUHCKMX MY3bIKaHTOB,
KOTOpble, B CBOI oyepesb, BbicTynaan B Hosom OpneaHe. Tak nponcxoauno
B3aMMHOE B/IMAHUE ABYX MY3bIKaJIbHbIX KYAbTYp.

B HoBom OpneaHe *nao MHOro BbixogLes 13 McnaHum n ns ctpad Kapmbckoro
H6acceliHa. CcbIJIKM Ha CTUAb, KOTOPbIV OHM HasbiBanuM Spanish tinge, mbl YacTo
moxem yBuaeTb ewe y [xenn Ponn MoptoHa n CkoTtTta [JKonamHa.

B 1920 roay Murenb Matamopoc npuexan B [aBaHy € COHOM, 3TOT CTUNb
npuobpen oueHb bonbwoit ycnex B CLUA.

MoTtom nossunuck El Septeto Habanero, en 1927 Rita Montaner, Antonio
Machin, Don Aspiazu v gpyrve. Bce 3Tv apTUCTbl COAENCTBOBANM PA3BUTUIO

Playing the traditional drums, singing and dance merged in the rumba tradition
born in Havana and Matanzas in the 19th century.

4.2 From the history of Cuban music styles

In 1804 during the Haiti revolution rich families from Puerto Principe moved to
Santiago-de-Cuba and brought the sinquillo of the Haitian merengue with them
(it is going to be analyzed in chapter 3 alongside with some other phenomena of
the Cuban music).

Together with this, the sinquillo derived from contradance appeared, which
influenced the son style greatly. Cuban and Haitian descendants turned it into
contradanza Cubana, they used it to dance a French dance. Then it gave rise to
danson with the Cuban sinquillo, which became a Cuban national dance. By that
time Cuban music was a fusion of the European and the African tradition.

Since the end of the 19 century orchestras from New Orleans visited Cuba
regularly. They played their marches in the parks and invited Cuban musicians
often, and then Cubans in their turn performed in New Orleans. In this way the
two cultures influenced each other.

In New Orleans many people from Spain and the Caribbean lived. References to
the style called Spanish tinge can often be seen in the works by Jelly Roll
Morton and Scott Joplin.

In 1920 Miguel Matamoros came to Havana with a son which had been a huge
success in the USA.

Then El Septeto Habanero came onto the stage, in 1927 en 1927 Rita Montaner,
Antonio Machin, Don Aspiazu and many others. All these artistes fostered the




3TOro HanpaB/JEHWUA U NPUXOAY HOBOTO NOKOJIEHUA My3blKaHTOB. OgHOM 13
KEMUYKMH MY3blKW TOro BpeMeHu AsnseTca 3anuce El Manicero /lyu
ApMCTpOHTra.

B 30-40 rogax Ha Kyby npuiwna cMHKOMa, KOTOPOM A0 3TOro He 6blN10 HU B COHE,
HUW B JaHCOHe. BnocneacTBum aTOT CTU/b CTasIM 3BaTb mambo. CunTtaeTca, 4To
ero nsobpen Ucpaanb Nlonec Kayao. Mosxke ApcaHno Poapures fob6aBua KoHrm,
KOTOpble 4,0 3TOro UCNONb30BaIUCh TONLKO B aPpPUKAHCKUX PENUTMO3HbBIX
obpapax.

B aBaguaTble rogbl Ha Kybe Hayanu NoABNATLCA NepPBble A3Ka30Bble My3blKaHTbI,
Takue Kak Teddy Henriquez, Celido Curbelo, Jose Antonio Curbelo u ap.

Ynko O dapun.

B 1947 - 48 roay Yuko O ®apun n cakcopoHuct NyctaBo Mac pelunau yexaTtb B
Hbto-MopK. OHM Bbinn yBReYeHbl 6M60NOM U PeLIMAN NOMbITaThb CHACTbA B
cTonumue axKasa. CHavyana Ymnko O’®Papun 6bia Tpy6AYOM, HO NO3KE NOHAJ, YTO
601bLUEe CKNOHEH K apaHXMPOBKE M KOMMNO3NLMU. TpaanUMOHHas KyOUHCKan
My3blKa Ka3anacb eMy O4eHb MPOCTOM, U KOrga oH Havyan paboTtatb ¢ MauunTo
KaK apaHXMPOBLLUK, OH PELLNI COYMHUTL NEPBYIO KYBUMHCKYIO ClouTy. Bnepsble
6b1710 CO34aHO MOHYMEHTA/IbHOE NPOM3BEAEHMNE ANA KYOUHCKOro
TaHLEeBa/IbHOrO OPKeCcTpa, NpeAHa3HaAYeHHoe ANA CAyLWaHusA, @ He AN1A TaHLEB.
YT106bI 3aKOHYMTL ClOUTY, YMKO noTpeboBanock ABe Hegenun, AGpoKybUHcKas
[)Ka30BaA ClouTa C NpuUrnalweHHbimum conmctamm Yapnu MNapkepom u bagu
Puuem 6bina 3anuncaHa B 1949 roay.

OZHWM U3 CONNCTOB A0KeH bbin 6biTb P3TCc HaBappo, HO OH He NoABMACS,
Torga HopmaH paHTC, Nnpoatocep 3anuncu, Npeanoxun noseatb Yapau Mapkepa.
ToT npuwen, NOCMOTPEN B HOTbI M CKa3as, YTO MOXKHO HauyMHaTb. OH 6bin
OAHMM M3 TeX MY3blKaHTOB, KOTOPble MTHOBEHHO CXBAaTbIBAlOT UAEHO.

Yuko O dapun BmecTe ¢ Mapuo bayca 6b1an 04HUMMU U3 KYBUHCKUX
MY3bIKaHTOB, KOTOPble OCHOBA/N U Pa3BUAKN CTUb adpPO-KYBUHCKOTO AKasa B

development of this trend and fomented a new generation of musicians. El
Manicero by Louis Armstrong is one of the gems of that time.

In 1930-1940-ies the syncope came to Cuba which had not been present either
in the son, or in the danson. Later this style was named mambo. Israel Lopez
Cachao is believed to have invented it. Then Arsenio Rodriguez added the
congas, which had been used in the African religious ceremonies only.

In 1920-ies the first jazz musicians came in sight in Cuba, such as Amado
Romero, the Lebatard brothers.

Chico O’Farrill

In 1947-48 Chico O’Farrill and the saxophonist Gustavo Mas decided they would
leave for New York. They were into bebop and wanted to try their fortune. First
Chico O’Farrill played the trumpet but they he understood he he’d rather try
composition and arrangement. The traditional Cuban music seemed very simple
to him and working with Machito as an arranger he composed the first Cuban
suite. It was the first Cuban monumental composition for a dance orchestra to
be listened to, but not to dance. It took Chico two weeks to finish the suite. The
Afro-Cuban jazz suite with invited soloists Charlie Parker and Buddy Rich was
recorded in 1949.

Fats Navarro was to play one of the solos, but he didn’t appear. Then Norman
Grants, the recording producer, suggested Charlie Parker should be called.
Charlie looked into the notes and said they could begin recording. He was one
of those who could grasp the idea on the spot.

Chico O’Farrill and Mario Bausa were among the Cuban musicians who founded
and developed the style of Afro-Cuban jazz in the USA.




CLIA.

5. OT adpo-KybMHCKOro AxKasa K NaTUH AKasy.
5.1 Mapwo bayca.

B 1930 roay B Bo3pacte 19 net Mapuo bayca npuexan B Hbto-Mopk. o 3Toro oH
y>Ke npuesxan B Hbio-Mopk 4 roaa Hasag, 6yayum KnapHeTUCTOM
cMMOHMYECKOTO OpPKecTpa nog pykosoacTtsom ApmaHao Pomey, n Batobuncs 8
O)Kas.

OH BepHyca, 4Tobbl NoNbITaTb CHACTbs B 6ONbLUNX AKa30BbIX OpKecTpax. Bce
Camble 3HAMeHMUTbIe KNybbl C U3BECTHbIMM LWOY Haxoauauce B Napneme. B Tpu
Yyaca Houu B Mapaeme BbINO TAK e OXKUBNEHHO, KaK B 12 yacoB AHA Ha Talmc
CkBep. Mapuo 6bi1 NepBbiM, KTO COeANHUA MY3bIKY YepHOoKoXux CLLUA v adpo-
KYOUHCKYO My3bIKY. U Ty, 1 Apyryto OH 3Has OAWMHAKOBO XOPOLWO.

Mapwo bayca poaunca B [aBaHe M BOCNUTbLIBAACA B MPUEMHOI cembe. YTObbI
[06butbca ycnexa, adpo-KybMHLY HY}KHO 6b1710 6bITb OYEHDb
OANCUMNAMHUPOBAHHbLIM U CTPEMUTLCA CTaTb JIYYLLMM B CBOel chepe
aeAatenbHocTU. MpUemHble poauTenu NPUBUAN eMy 3Ty AUCUMNANHY. Koraa
€My UCMOJIHUNOCH 16, OH y3Ke Bbln NpUrnalleHHbIM ro6oUCTOM U KNapHETUCTOM
B MaBaHCKOM cMMOHUYECKOM OpKecTpe.

Koraa amepuKaHUbl Hayanu cKynaTb npegnpuaTna B FaBaHe U A4pyrux 4acTax
Kybbl M yCMNUBaATb CBOE BAMAHUE Ha OCTPOBE, OHWU CTaIN 3aMeHATb KyBuHCKMe
OPKEeCTPbI AKa30BbIMM OpKecTpamu U3 CoeguHeHHbIx LLTaToB, cocToAlMMM U3
6e/1bIX My3blKaHTOB. B 0Tensx, KasMHO M My3blKa/IbHbIX CAIOHAX B OCHOBHOM
paboTtanu 6enbie UnU MmynaTbl.

B 1926, korga Mapwo bayca npuexan B Hbto-Mopk c AHTOHMO Mapua Pomay,
4yTo6bI 3anuncatoca ana RCA, oH oTKpbia ana ceba Mapnem. OH yBuaen, 4to
6enbie 06beANHEHDI, Y HUX €CTb YacTHbI BU3HEC, HOYHAA KU3Hb, U HUKTO He

5. From Afro-Cuban jazz to Latin jazz
5.1 Mario Bausa

Mario Bausa came to New York in 1930 at the age of 19. It had been 4 years
since he last visited New York as a clarinetist of Armando Romeu symphonic
orchestra and fell in love with jazz.

He came back to try his fortune in big jazz orchestras. All the most famous clubs
with popular shows were in Harlem. It was as busy in Harlem at three o’clock in
the morning as it was at midday in Times Square. Mario was the first to put
together the music of the American black and the Afro-Cuban music. He knew
them both well enough.

Mario Bausa was born in Havana and brought up in a foster family. To be a
success, an Afro-Cuban had to be extremely disciplined and craving to be the
best. His foster parents did everything they could to form him like this. It was at
the age of 16 when he became an invited oboist and clarinetist in the La Havana
Symphonic Orchestra.

When Americans began buying enterprises in Havana and in other places in
Cuba and enhance their authority in the island they substituted jazz orchestras
from the States for the local ones. In the hotels, casinos and music salons
mainly white and mulatto musicians worked.

In 1926, when Mario Bausa came to New York with Antonio Maria Romeu to get
recorded for the RCA, he discovered Harlem. He saw the white stuck together,
they owned private businesses and nobody interfered with what they were




BMeLWMBAETCA B UX Aena. EMy 3To NOHpaBMIOCb U OCTAaBU/IO APKUIA OTNEYaATOK B
ero cosHaHuu. Korga oH BepHysca Ha Kyby, oH roBopua 06 aTom ¢ MauuTo,
YaHo 030 1 ApYrMMK 1 CKasan, 4To Koraa-Hubyap noedet utb B8 Hbio-Mopk.

Korga Mapwo 6bin B Hbto-Mopke, B TeaTpe MapamMayHT ¢ HeenbHbIM
aHraxkemeHTom Haxoawuncs MNon YanTmaH. Ha peknamHom WwuTe 66110 HanucaHo
«Mon YalTmeH — Kopob AxKa3za». Mapuo Bnepsble yc/bllwan 3ToT opKkecTp. OH
Obln TaK NOpaXkeH, YTo NoC/ayLIan YeTbipe KOHUEepTa NoApaa c 9 yacos yTpa 4o
12 yacoB HouM.

B aTom opKecTpe Ha cakcopoHe urpan ®paHk Tpambayep. YBuaes ero, Mapuo
pewwnn, 4yto byaeT urpatb Ha cakcodpoHe. OH Kynua cakcopoH 1 yBE3 ero coboit
Ha Kyby, TaK 4To Korga oH npuexan B CoeguHeHHble LUTaTbl, 4TobbI OCTaTbCA, OH
yKe 6bl1 CaKCOPOHUCTOM.

MysblKanbHaa Kapbepa Mapuo bayca B Hblo-Mopke Hauyanacb He cpasy. Y Hero
6bl71 XOpOLWNI 3HAKOMbI AHTOHMO MaunH, My3bIKaHT, AOBONbHO U3BECTHbLIN B
NcnaHmn. B To Bpems oH paboTan ¢ Don Aspiazu, KYBUHCKMM OPKeCTPOM,
KoTopbll ractposnposan B CLUA.

Y MauunHa 6bin KBapTeT BHe opKecTpa Aspiazu, KOTOPbI 3anucbiBaaca ana
KomnaHum Victor. Koraa opkectp Don Aspiazu BepHyJsica Ha Kyby, Tpybau,
KOTOPbIV Urpan ¢ MauyMHOM, yexan c HUMM, U OH OCTancs 6e3 My3blKaHTa.
Mapwuo bayca ckasas, 4To CMOXKET MOMOYb eMy, ecan MaunH KynuT emy Tpyoy.
TepsTb 6bI10 HeYero, 3anunck bbina HasHayeHa Yepes gBe Hegenan. Mapuo
HayaN 3aHMMATbCA, M Yepes NATHALLATb AHEN OHW CAEeNANN 3Ty 3aMnuch.

Mocne aToro oH 60/blie He XOTeN UrpaTtb Ha cakcodoHe. OH cTan caywaTb
MHOTO 3anucei Jlym ApMCTPOHIra M KONMMPOBATb BCE €ro COJI0, HX Ha MUHYTY He
ocTaBnAa Tpybbl. YyTb NO3Ke y Hero noseuaacb nepsas paboTa B 4KAa30BOM
opkectpe The Missourians, B 3HameHuTOM Savoy Ballroom. OH urpan c atum
OPKEeCTPOM OKO/O0 TPEX mecaLeB. B aTom e 3ane nrpan 3HaMeHUTbIN OpKecTp
Yuka ¥Ya66a.

doing. It made a deep imprint in his consciousness and when he came back to
Cuba he used to talk about this with Machito, Chano Poso and the rest saying
he would move to New York one day.

When Bausa was in New York, Paul Whiteman came there for a week to play at
Paramount. ‘Paul Whiteman the King of Jazz’ was written in the ads. Having
listened to him playing for the first time, Bausa was taken aback so much that
he listened to four concerts one after another from 9 in the morning till
midnight.

Frank Trumbauer played the saxophone in the orchestra. After Mario saw him
he decided he would play the saxophone too. He bought a saxophone and took
it to Cuba, so when he went to the USA to stay he was a saxophonist.

The Music carrier of Mario Bausa in New York didn’t begin at once. He had a
good acquaintance there, Antonio Machin, a musician quite well known in
Spain. He was working then with Don Aspiazu, a Cuban orchestra on a tour in
the USA.

Apart from playing in the orchestra, Machin had a quartet recording from time
to time for the Victor company. When Don Aspiazu returned to Cuba, the
trumpeter who played with Machin went away together with them, so he didn’t
have anybody to play the trumpet. Mario Bausa told him he would play if
Machin bought a trumpet for him. There was nothing to lose; the recording was
in a fortnight. Mario began practicing and in 15 days they made the recording.

After that he didn’t want to play the saxophone. He began listening to Louis
Armstrong recordings and copying his solos without leaving his trumpet for a
minute. Later on, he got his first job in The Missourians jazz orchestra in the
famous Savoy Ballroom. He spent about three months playing with the
orchestra. The brilliant Chick Webb orchestra played in the same hall.




YuK npuxoaun cnywate Mapuno Kaxkaplvi Bedep. Ero Tpybay goakeH 6bia cKopo
YyNTU B opKecTp [oKa INAMHITOHA, TaK YTO OH Npeaaoxua Mapuo paboTy B
opkecTpe. Mapmno COMHeBasICSA, YTO OH TOT, KTO Hy»eH Yuky. Ha ato Yny Y366
oTBETUN emy: «Y MEHA ecTb TO, YTO Tebe HY)KHO, a Yy TebA ecTb TO, YTO HY}KHO
MHe. My3blIKa - 3TO MeXAYHapOoAHbI A3bIK. Tbl HE TOBOPULLb NO-aHIIMINCKU, KaK
A, HO A TebA BCe paBHO NOHUMalto. To XKe camoe Tbl Aeflaelllb C MOein My3bIKoM. A
Hayuy Tebs ¢pasmposKe. Tbl XOPOLIO YMTaELWb C INCTA, ¥ Tebs xopoluasn
WHTOHALMA U UHTepnpeTaumsa, HO TBOA Gpa3npoBKa MOPOM CAULLKOM
NaTUHOAMepUKaHCKan».

bayca cTan my3blKasbHbIM AUPEKTOPOM U CONNCTOM OpKecTpa. YMK Yab Hayuun
ero A3blKy COBPEMEHHOr0 AKa3a.

B opkecTpe Ynka Beba Mapro no3HAaKOMMICA CO MHOTMMMU My3blKaHTaMu, B
TOM Yncne ¢ Aunsm Mnecnu. OHM BbicTpo noapyuance. Korga Mapwuo urpany
Kaba Kanyas, oH meHsnca c Ansun. Korga Mapwuo ywen ot Kaba Kanyas, oH
pewunn cobpaTb OpKecTp.

Moka Bayca npoaBuranca B U3y4eHNUU aMepPUKAHCKOTO AyKasa, KybUHCKan
My3blKa 3aBoeBbiBasia Ny6mky B CLUA. B 1931 13 MaBaHbl npuwen abcontoTHbIN
XuT — pymba El Manicero. MuanmMoHHble Npoaarku caenanm pymoy ovyeHb
MOAHbIM TaHUem. B 30-e rogbl NnaTUHCKME OPKecTpbl CTasiM BHOBb NPUBAEKATb
TaHuytlowyto nyb6aunKy. CueHa bblna roToBa K My3blKanbHOW PEBOIOLMM,
BOOXHOBNAEHHOM Mapwuo bayca.

Mpwu co3aaHum cBoero opkecTpa Mapuo bayca nepsbim genom npuses ¢ Kybbl
CBOErO WYpPKHA, My3blKaHTa, KOTOPOro MUP Y3HAeT nog umeHem MauuTo. Ero
HacToAwee nma — PpaHumcko Paynb MNytueppec Mpuiio ae Aana, B 4eTcTBe ero
npo3sanu Mauo. OauMH peknaMHbIi areHT Hbto-Mopka ckasan emy, 4To ero
NPO3BULLE 3BYYMT KECTKOBATO W CNPOCUJI, MOXKET 1M OH 3aMEHUTb €ro Ha 4To-
HWBYAb nomarye. OH oTBeTUN — MaunTo. Y Hero 6bln 0YEHb KUBOM XapaKTep,
OH BE/IMKONIEMNHO NeJl, U HUKTO /lydLle Hero He Urpan Ha mapakac. OH npuBen ¢
o060 HECKO/IbKMX apaHKUPOBLLMKOB, KOTopble paboTanu ¢ HUM y Kaba Kanyas.
OHM HMYero He 3HaNM 06 3TOM My3blke. Mapuo CKasan, YTO OHU He [0/KHbI

Chick used to come every night to listen to Mario. His trumpeter had to leave
for the Duke Ellington orchestra soon, so he offered Mario a job in the
orchestra. Mario doubted he was the necessary person. Chick Webb told him he
had what he wanted and vice versa. He said music was an international
language and it was possible to learn the new phrasing having the ability to
intonate and to interpret well. He promised he would teach him because he
thought his phrasing was too Latin sometimes.

Bausa became a music director and a soloist. Chick Webb taught him the
language of the modern jazz.

In Chick Webb orchestra Mario made friends with many musicians, Dizzy
Gillespie among them. When Mario was playing for Cab Calloway, they swapped
sometimes. On leaving Cab Calloway he determined to organize an orchestra.

While Bausa was moving ahead in mastering the American jazz, Cuban music
was conquering the public in the USA. In 1931 an absolut hit came from la
Havana, it was a rumba, el Manicero. Its million sales made rumba a very
fashionable dance. In 1930-ies Latin orchestras began attracting the dancing
public again. The stage was ready to undergo a musical revolution inspired by
Mario Bausa.

To create his own orchestra, Mario Bausa brought from Cuba his brother-in-law,
a musician who the world would know as Machito. His real name was Francisco
Raul Gutierrez Grillo de Ayala, but everybody knew him as Macho since his
childhood. The story begins when an adman from New York told him his
nickname was too tough and it would be better for him to change it for
something softer. He said ‘Machito’. He had a lively character, he was a brilliant
singer and nobody could play the maracas better than him. He brought a few
arrangers with him who worked with him at Cab Calloway’s. They didn’t know
anything about that music. Mario talked them into it saying that they didn’t




6€eCnoKOUTLCA O My3blKe, a A0MKHbI 6bIIM OPKECTPOBATbL TO YTO OH HaNWLWeT,
YTObbI COCTaB 3ByYas, Kak 60blLON AKa30BbIN opKecTp. LebtoT opkecTpa
cocTos/cA B TaHLeBaNbHOM 3ane Park Plaza.

Koraa Bbiwen ux rnaBHbl XuT Tanga, oHu pabotanu B La Conga Club B
MaHX3TaHe, U NaTUHOAMEpPUKaHLbl COCTABAANN MEHbLUYIO YacTb UX ayAUTOPUN.
370 6bI1 eBpelckuit Knyb. Sliloaam HpaBUANCL Pymbbl 1 Mambo MaunTo 13-3a ux
3aXkuratenbHocTu. Korga natMH-gxKas npuobpén nonynapHocTs, Mapuo ctan
nucaTb HoMepa, KoTopble BKAOYaAU B ceba 4)Ka30BYyto rapmoHuto. Mysbika
cTana bonee 3axBaTbiBalolWe U 6AU3KON WMHTEpPecam U BKycam OCHOBHOWM
ny6anKu.

«Y HUX BbINIO HEYTO YHUKANbHOE — UX PUTM, UX PUTM - CEKLMA. Tbl HE MOT He
TaHLEeBaTb C HUMMW. EC/IM 3TOTO He NPOMCX0AMN0, 3HAYUT, Tbl ymep!» YuKko
O dapua.

MM TONbKO HY¥KHO 6bl/10 Koe-4To A06aBUTb — XOPOLLYHO CEKLUIO AYXOBbIX U
TEPMKyo rapmoHuto. ka3 cBepxy U appo-KyOUHCKUIN pUTM CHU3Y. He y
KaK[0ro opKecTpa 3To 6b1/10 B To Bpems. [pyrue 6biau Ux nocienoBatTeiMmu.

Mapmo co34a/1 HOBYHO KOHUENUUIO NCNONTHEHUA Ky6MHCKOl‘/'I MY3bIKU U A0CTUT
MaKcuMmanbHo boratoro 3By4YaHHMA.

Koraa opkecTp Havyan urpatb B Paladium Ballroom, Tanga npnobpena noytu
puTyanbHoe 3HayeHune. Kak ToNbKO pa3gaBanuch 3ByKM OPKecTpa, 1togm ¢
KpUKamu Bbiberanu Ha TaHLNOA M HAYMHAAK TaHLeBaTb. Becb 3an packaumBancs
noa mysbiky. Ctoga npuxoguan nNoam U3 Bcex cnoes obuiecTsa, BCex pac 1
HaLMOHaNbHOCTEMN.

Mocne 6ypHoro ycnexa B Paladium Mapuo 1 ero opKecTp cTasim 3anucbiBaTbCcA
Ha pa3HbIx N31ibnax — Victor, RCA, Decca, Verne. Nx cnaBa gowna Ao 3anagHoro
nobepexbs. Ux yxKe 3Hanu B KaamdopHum 6narogaps nepegadyam Ha pagmo
WOR. Kny6 La Conga gaBan peknamy The Machito Orquestra Bcerga, koraa 6bin

have to be worried about the music. What they did have to do was to
orchestrate what he was going to write, so as the band would sound as a large
orchestra. The orchestra’s debut took place at Park Plaza dancing hall.

When their first hit was released, they were working at La Conga Club in
Manhattan, and Latin Americans were the minor part of their auditory. It was a
Jewish club, but people liked Machito’s rumbas and mambos because they were
so hot. As Latin jazz went gaining popularity, Mario began composing pieces
which included the jazz harmony. His music became more catching and
corresponding to the interests and tastes of the basic public.

As Chico O’Farrill said once, “They had something unique; it was their rhythm,
their rhythm section. You could not but dance with them. If you did not, then
you were dead!”

They just had to add something, a good wind section and an astringent
harmony. Jazz above and the Afro-Cuban rhythm beneath. By far not every
orchestra had such a combination at that time. Others were just their
followers.

Mario Bausa created a new conception of playing the Cuban music and he
reached a maximum rich sounding.

After the orchestra began playing in Paladium Ballroom, Tanga acquired an
almost ritual importance. As soon as the sound of the orchestra was heard,
everybody would rush to the dance floor and begin dancing, each and every one
would sway to music. People from all the layers of the society of all the races
and nationalities would come there.

After their great success at Paladium, Mario with his orchestra began making
records under various labels, like Victor, RCA, Decca, and Verne. Their fame
reached the Western coast. Due to radio WOR broadcasts they were known in
California. The La Conga club advertised the orchestra each time there was




cBoboaHbIn 3pup. Korga opkecTp Bnepsble npuexan 8 KanndbopHuio, nx
BCTPETUIN C PaCcPOCTEPTbIMU 06BATUAMMN. JTIOAN NPUE3XKann 0TOBCOAY, UTObbI
YBUAETb 3TOT OpKecTp. [oTomM 6bian racTponur B ANOHUK, FAe OPKECTP NPOBEN
Tpu mecsaua. Adpo-KybuHcKas Mysblka Habupana ycnex, e yBJAeKanocb Bce
bonblue ntoaen.

Mapuo bayca co3gan HOBbI CTU/b, COEANHUB aMepPUKaAHCKUIA 6Ur 63HA, ¢
TPAAUUMOHHBIMU KYBUHCKMMM pUTMaMK. ITO BbISIO TaK XKe HOBO, Kak WX
Ha3BaHWe — «MauunTo u ero appokybUHUbI». O4HO NNWb Ha3BaHWeE, KOTopoe
OHU BbIBpanu AN opKkecTpa, roBOPUT O KPacHOPEeYMBO camo no cebe.

MHorue 6b11M NPOTUB cnoBa «adppo» B Ha3BaHUM, BeAb My3blKaHTbl BMepBble
Ny6AMYHO 3aABNANN HEUTO, UMeBLIee adpPUKAHCKME KOPHU. «fl NOTOMOK
adpuKaHLEB, U PUTMbI HaLWel My3blKK NpUWwan us Appmkun», - Mapuo bayca.
Torga HUKTO He xoTen NpusHaBaTb AQPUKY, U BAPYT NOABUACA OPKECTP U Y BCex
nepeg Hocom 3aaBaseT: «Maunto n ero adpporybUHLbI»!

B 1917 roay 6onee 30 TbicAY NySPTOPUKAHLEB MONYYUIN aMEPUKAHCKOe
rPaXAaHCTBO M UMMUTPUPOBank B Hblo-MopK; MHOT1e 13 HUX NOCeNUANCH B
palioHe, KOTOpbIV Nony4Ynn HaseaHue El Barrio, unm ncnaHckuin Fapnem. Cmecb
[)Kas3a M TPaAULMOHHBIX PUTMOB HPaBUAACb 3TOMY HOBOMY MOKOJIEHUIO
NaTMHOamepuKaHLeBs B Hbio-Mopke, npusiekas ny6anKy M My3blKaHTOB.

Mocne BHe3anHOro ycnexa B ucnaHckom Mapneme opkectp «Maunto u ero
adppoKyBbUHLbI» CTas MOCTOM, KOTOPbI COeaANHUA ABa MMUpa. Bckope npuwén
ycrnex n B Knybax n TaHLeBaNbHbIX canoHax ana 6enbix B MaHxeTTeHe. Ha
npoTsxkeHuu cnegyrowmx 30 net opkectp «MaumTo n ero appoKybuHLbI» 6bin
opKkecTpom Kayba La Conga.

APpOoKyBbUHLbI 3aBOEBaNN YCNex y pasHol NybaMKK, HO He BCe 0AUHAKOBO
BOCMPUHUMANU UX MY3bIKY. ITO 6bIN10 KaK bbl ABOWHOE NpeacTaBaeHne. OHK
urpann Homep AN 06bIYHOM NYB6ANKK — BeCeblli TaHeL, HO B TOXe BpemMs B
Hem 6blaK 3aWndpoBaHHbIE NOCNAHUA A4 NOAEN UX KYNbTypbl.

some empty space. When the musicians came to California, they were met with
open arms. People came from everywhere to see the orchestra. Then there was
a three months tour to Japan. Afro Cuban music was gaining popularity; more
and more people were taking interest in it.

Mario Bausa created a new style mixing the American big band and the
traditional Cuban rhythms. It was as new as the name ‘Machito and his
Afrocubans’. The name itself was very eloquent.

Many people were against ‘Afro’ in the name because it was the first time
musicians claimed something African. ‘I’'m an African descendant and the
rhythms of our music came from Africa,” Mario Bausa used to say. Nobody
wanted to recognize Africa, and all of a sudden an orchestra appeared ‘Machito
and his Afrocubans’

In 1917 more than 30 000 Puerto-Ricans got the American citizenship and
immigrated to New York; many of them settled in the borough named El Barrio,
or the Spanish Harlem. This new generation of Latinos in New York liked the
mixture of jazz and traditional rhythms which attracted the public and the
musicians.

After their sudden success in the Spanish Harlem ‘Machito and his Afrocubans’
bridged the two worlds. Soon they succeeded in the white dancing halls of
Manhattan. For the next 30 years ‘Machito and his Afrocubans’ orchestra was
the La Conga club orchestra.

Afrocubans were successful among various public, but not everybody perceived
their music in the same way. It was something like a double performance. They

played a piece for the general public, a merry dance, but at the same time there
was an encoded message for the people of their culture.




Komnosuuus Tanga Burubolla 3By4yana BHayane o4HOMoO M3 CamMbIX U3BECTHbIX
HomepoB opKecTpa. OHa NPOXOAUT OYeHb BbICTPO, U OYEHb CNOXKHO NOHATH,
YTO 3TO, HO Te, KTO XOTb HEMHOIO 3HaKOM C CaHTepUEM, PeIUrMo3HbIM
TeyeHMeM, pacnpocTpaHeHHbIM Ha Kybe, noimMyT TpaZUUMOHHOE NpUBEeTCTBME.
Tanga, ofiHa M3 rMaBHbIX KOMMNO3MLMIA OPKECTpa, CTasa BUSUTHOM KapTOUKOM
cTMnA appoKybMHLLEB B COPOKOBbIE rOAbl.

370 6bIN10 TO, YTO Bayca U MauynTo AaBHO MCKaAKU - AKa30Basa MMNPOBM3aALLMA Ha
WMHTEHCUBHO NOBTOpAtOLLEMCA adppo-KybMHCKOM puTMme. Tpybbl cO34at0T KaK 6bl
CTEHy M3 3ByKa, OFPOMHOE LiyHamu, HaZBuratolleeca Ha Tebs ¢ HapacTatowei
WMHTEHCMBHOCTbIO. ITOT NpUem npeaLecTBoBan ropasao 6osee No3gHUM
aKkcnepumeHTam Maiinsa [eliBuca.

Komnosuuuamu B ctune Tanga appoKybUHLbI NPUBNEKAN BHUMAHNE
[’Ka30BbIX MY3bIKaHTOB, B TOM Ymnc/ie cTaporo gpyra Mapuo bayca Ausu
l'Mnecnu, c KOTOPbIM OHU BMECTe Urpasu B opkecTpe Yunka Yabba.

B koHLe 40-x roso8 B Hblo-Mopk npuesaeT rpynna NepKycCMOHUCTOB 1
KOHrepoc, KOTopble NOYTU MIHOBEHHO M3MEHSAIOT MONYAAPHYIO MYy3bIKY TOTO
BpemeHu. OAHMM U3 HUX 6bin KaHaunao Kamepo. BmecTe ¢ ApyrMmu KoHrepoc,
TakMmM Kak MoHro CaHTamapus n ApmaHgo Mepasa, KaHanao nogHan
MCMONHUTENbCTBO HA KOHTe Ha APYroi ypoBeHb. ITOT MHCTPYMEHT CTan
LEHTPOM HOBOTO CTUNA B AKa3e, CO34aHHOIo O4HUM U3 CaMbliX KPYMHbIX
NOKJAOHHWUKOB appoKybuHes Ausn MMnecnu.

5.2 On3sum Mmnnecnum
[un3un Mnecnu 6611 OAHUM U3 KaTaIM3aTOPOB Npouecca obbeAnHEHUA
NaTUHOAMEPUKAHCKOM MY3bIKMU U A)Ka3a C Havya/la COPOKOBbIX 008, KOrAa OH

obbeguHseTca c Mapuo bayca, paboTtaswum B To Bpems ¢ MauuTo, YaHo Mo3o
n Ynko O’dapunom.

Kak oaunH ns cospatenent bubona, Mmaecnu yxe nposen peBONOLMIO B AXa3e, a

The composition Tanga Burubolla was played at the beginning of the most well-
known pieces. It’s very fast which makes it difficult to understand what it is, but
those who have at least a vague notion of Santeria, a widely spread Cuban
religious trend, will understand the traditional greeting. Tanga, one of the main
compositions of the orchestra, became a visiting card of the Afro-Cuban style in
1940-ies.

It was something Bausa and Machito had been looking for for a long time, a jazz
improvisation on an intensively repeated Afro-Cuban rhythm. Trumpets create a
sound wall, a huge tsunami, moving onto you with growing intensiveness. This
dodge preceded much later experiments of Miles Davis.

Afro-Cuban compositions in Tanga style attracted the attention of jazz
musicians, and of Mario Bausa’s old friend Dizzy Gillespie, who they used to play
with in Chick Webb orchestra.

In late 1940-ies a group of percussionists and congueros came to New York who
almost momentaneously changed the popular music of the time. Candido
Romero was one of them. Together with other congueros like Mongo
Santamaria and Armando Peraza, Candido uplifted the conga performance. This
instrument became the center of a new jazz style created by one of the most
ardent Afro-Cuban fans Dizzy Gillespie.

5.2 Dizzy Gillespie
Dizzy Gillespie was catalyzing the fusion of jazz and Latin American music since

the beginning of the 1940-ies, when he got together with Mario Bausa, who was
working at the time with Machito, Chano Pozo and Chico O’Farrill.

Gillespie had already revolutionized jazz as one of the creators of bebop, now




Tenepb OH YBUAEN eLLe O4MH acNeKT, KOTopblit He noaaaBanca nepemeHam. B
cBoei aBTobMorpadum oH roBOPUT, YTO PUTM AKa3a CKyYeH B CBOei
MOHOTOHHOCTH.

B KoHuLe 1947 roga HakaHyHe OAHOrO M3 KOHLLEePTOB CO CBOMM bur 6eHaom B
KapHeru Xonn B M'manecnu nonpocun bayca, 4Tobbl TOT NOPEKOMEHAOBAN €My
KOro-HMbyab, KTo urpan 6bl Ha TaK Ha3biBaeMbIX TOMTOMax. bayca no3Hakomun
ero ¢ YaHo M030, KoTopbIi HeaaBHO Npuexan B Hbto-Mopk ¢ Kybbl, rae oH 6bin
ycnewHbIM KOMNO3UTOPOM, MOCTAaHOBLLMKOM CMEKTaKNen U KoHrepo.

YaHo Moco 6bia «4eNnoBeK yauLbl» POAOM U3 OAHOTO U3 CaMbIX OMaCHbIX
6aHAMTCKUX palioHOB MaBaHbl. OH MOCTOAHHO NonNaAan B pasHble UCTOPUU U
6b171 3HAMEHUT CBOMM B340PHbIM XapaKTepoM. Y HEro B N03BOHOYHUKeE
3acTpana Nyns, KOTOPY Bpayam He yAanocb AocTaTb. Ho oH 6bin n3BecTeH
TaK»e CBOMM 3HaHMem adpukaHckoro donbkaopa. B KapHern Xonn YaHo urpan
B HOMEpPE U3 ABYX YacTel, HanMcaHHOM cneunanbHo Anaa Hero , “Cubano Be,
Cubano Bop.” MosBneHne YaHO NpoOmn3BENO CU/bHbIN 3 DEKT Ha NyBAUKY.
OpkecTp Ounsm Mmnecnu usBnek us appo-KybMHCKOro Axkasa Nonb3bl 6oblie
BCEX, CTaB OAHUM U3 CaMbIX 3HAMEHUTbIX B 3TOM XaHpe.

Mocne BbicTynAeHMA An33u nonpocua YaHo ocTaTbCsA B OPKECTPE, HO He BCe
6b11M 3TOMY paabl. BONbLWKMHCTBO My3bIKaHTOB OpKecTpa 6binun appo-
amepuKaHLaMM U He XoTenu, YTobbl B opKkecTpe ocTaBasca YaHo Moco.
ObwaTbca c YaHo ToKe 6blI0 HEMPOCTO, TaK KaK OH COBCEM HE FOBOPWM MNo-
aHTFIMIACKM, U HUKTO B OPKECTPe He roBOpUA No-ncnaHckn. OHW JoCTUMK
NOHWMaHUA B My3blKe, Korga YaHo npuwen K Ansu ¢ menoaueit « MaHTeKa».
3T0, HECOMHEHHO, OHa U3 CaMblX APKUX MeNOANN, NPeacTaBAAOLINX
appPOKYOUHCKMI OxKas.

UTak, An3u He 6bin cospatenem adpoKyOUHCKOro U NaTUHCKOTO A)Kas3a, 3Ta
3acnyra npuHagaexuT MauuTo. [usn 6bin NepBbim, KTO BbIBEN €70 U3
3aKpbITOro 06LLecTBa My3bIKaHTOB, NPUHAANEKABLUMX K 3TOM KyabType. K
COKaneHuto, rog cnycta YaHo 6bin yout B ogHOM U3 Knybos Mapnema. Ousu
BCMOMMHA €ro BCHO }KMU3Hb.

he saw another aspect which wouldn’t change. In his autobiography he says the
jazz rhythm is boring because of its monotony.

At the end of the 1947 before one of his big band concerts at Carnegie Hall
Gillespie asked Bausa to recommend somebody playing the so called ‘tomtoms’.
Bausa introduced to him Chano Pozo who had just come to New York from
Cuba. Chano Pozo was a successful composer, a stage director and a conguero.

Chano Pozo came from one of the most dangerous boroughs in Havana, a man
from the street, famous for his quarrelsome character, with a bullet in his spine
which the surgeons were unable to take out. He kept getting into trouble, but
he was famous also for his vast knowledge of the African folklore. In Carnegie
Hall Chano played in a piece of two parts written for him personally ‘Cubano Be,
Cubano Bop’. The appearance of Chano made a great impact on the public. It
was Dizzy Gillespie’s orchestra who benefited from Afro-Cuban jazz most of all
and became one of the most famous of the genre.

After the performance Dizzy asked Chano to stay, but by far not everybody was
happy with that. The majority of bandsmen were Afro-American and they did
not want Chano Poso to play. It was also difficult to communicate with him, as
he didn’t speak English at all and no one in the orchestra spoke Spanish. They
got to understand each other in music, when Chano came up with the melody
‘Manteca’. Undoubtedly, it's one of the most brilliant melodies representing the
Afro-Cuban jazz.

So, Dizzy did not create Afro-Cuban and Latin jazz, this merit belongs to
Machito. Dizzy was the first to give it publicity, taking it out of the closed
community of musicians of this culture. Unfortunately, a year later Chano was
killed in a Harlem club. Dizzy was missing him all his life.




5.3 Mepec Mpago.

B Hauane 50x rogoB nocne Bbixoaa 3anuncen Jamaco MNepeca Mpago, KybuHUa,
KOTOpPbIV Urpan B MexnKko, Ha mexayHapoLHON cLueHe B3opBanaca mambo.
OpHako mambo npuayman He OH, HECMOTPS Ha BCIO CBOK M3BECTHOCTb. Cropbl
06 3TOM BegyTCa 40 CUX nop.

MepBas nbeca, Ha3BaHHasA «Mambo», bbla HanncaHa B KoHUe 30-X rof40B Ha
Ky6e nnaHuctom Opectecom Jlonec u ero 6patom Hacuctom Ucpaenem Jlonec
“Kavyao”. OHM xoTenu pasHoobpa3nTb TaHLEBabHYIO MY3bIKy M0 Ha3BaHMEM
AaHcoH. CTunb mambo BO3HMK, Korga oHW A06aBUAN CUHKOMNbI B MPUBbIYHbIN
A5 JaHCOHA akkomnaHemeHT. Mambo Jloneca 6b1i1 aganTMpoBaH Apyrumu
KYOMHCKMMW KOMMNO3UTOPAMM U apaHKUPOBLLMKAMMU, OAUH U3 HUX - YMKO

O ®apun, koTopbiit yexan B Hblo-Mopk 1 paboTtan ¢ Mapuo bayca u Mauuto B
Hayvane 40-x.

XoTa 6onbwnHcTeo B CLUA 1 B Mmmnpe cunTanm Koponem mambo Mepeca Mpago, B
Hblo-Mopke, 6onee 4ka30BOM M NPOTUBOPEUMBOM, BbiNK CBOM Kopoau — The
Big Three.

5.4 The Big Three, BpoHKc

B To Bpemsa Kak «MaunTto v ero appoKybuHLbI» 6blIn rNaBHbIMK
npeAcTaBUTENAMU CTUAA, B UCNAHCKOM [apaeme y HUX NOSBUAOCH ABOe
COMEepPHUKOB.

Mepsbliii - Tuto Pogpures. OH poguncs B MyapTo- Puko v npuexan B Hoto-Mopk
B paHHem Bo3pacTe. B 50-e roabl OH pyKoBOAM COOCTBEHHBIM OPKECTPOM U
6bln 3HAMEHUT cBOMMM boleros romanticos (nMpuyeckumm necHAMM).

Ho 6b1n ewe oanH Tuto — Tuto MyaHTe, KOTOPbIA POAUNCS B UCMAHCKOM
Fapneme yepes Tpu roga Nocae TOro, Kak ero poauTenu nepeexanu s Hoto-Mopk
n3 MyapTto-PuKo. C paHHero AeTCTBa €ro MHTEPEeCcoBasa My3blKa, U B 3TOM OH
Wén npotus BoAn poautenen. Ana MysHTe Ha ceeTe He b6bia10 bapabaHLwmKa

5.3 Perez Prado

At the beginning of 1950-ies mambo exploded at the international stage after
the release of Damaso Perez Prado recordings. He was a Cuban playing in
Mexico, but in spite of all his popularity it was not him who invented mambo.
The issue is still being disputed.

The first piece named mambo was written in the end of 1930-ies in Cuba by the
pianist Orestes Lopez and his brother the bassist Israel Lopez ‘Cachao’. Their
intention was to vary the dancing danson music. Mambo style appeared when
they added syncopation to the habitual damson accompaniment. The ‘Mambo’
by Lopez was adapted by other Cuban composers and arrangers. One of them
was Chico O’Faril, who left for New York to work with Mario Bausa and Machito
at the beginning of 1940-ies.

Although Perez Prado was considered the king of mambo in the USA and in the
world, in New York which was more jazzy and contradictory, there were its own
kings, The Big Three.

5.4 The Big Three, Bronx

While ‘Machito and his Afro-Cubans’ were the main representatives of the style,
in the Spanish Harlem their two rivals appeared.

The first was Tito Rodriguez. He was born in Puerto Rico and came to new York
at an early age. In the 1950-ies he conducted his own orchestra and was famous
for his boleros romanticos (romantic songs). Moreover, there was one more
Tito, Tito Puente, born in Spanish Harlem three years after his parents moved to
new York from Puerto Rico. He was interested in music since early childhood,
and it was against his parents’ will. For him, there was no drummer better than
Gene Krupa. Tito was fourteen when he saw him for the first time in




nyywe, yem [xuHa Kpyna. Bnepsble OH yBUAEN €r0 B YETbIPHAALATbL NeT B
TeaTtpe MapamayHT 1 B TOT }Ke MOMEHT MOHSAJI, YTO XO4YeT cTaTb HapabaHLLMKOM.
MysHTe Haya/ 3aHMMATbCA Ha yAapPHbIX U BCKOpe CTal UrpaTb Ha Tumbanec,
OKa3aBLMCb Nog nokposutenbctBom Mapuo bayca, KOoTopbliit 6bi1 0g4HUM U3
€ro yuymtesieil U HacTaBHUKOB. TuTo MyaHTe HECKONbKO NeT paboTanu c
MauuTo.

B KOHUe COpPOKOBbIX roaos OH BO3rnasaan cBow OpKecCTp, B KOTOPOM OH
U3MEHUN POJIb TVIM6a}'IEC, caenas X CONMUPyrROWNMM MHCTPYMEHTOM U BblABUHYB
NUX Ha HepBbIl}‘I nnaaH.

MysHTe cTan BOCTpeboBaHHbIM MY3bIKAHTOM Y¥Ke B Hayasie CBOel Kapbepbl,
KoTopas npogonkanack 6onbwe 50 net. Mapuo bayca 4acTo roBopwu, 4To
HWKTO He caenan CToNbKo ana adppo-KybUHCKOM My3bIiKM, KaK TuTo MNysHTe.

The Big Three 6oponuch 3a nepseHcTBo B Hblo-Mopke A0 Toro, Kak NoABMUAKCH
NIerMOHbI HOBbIX MOK/JOHHMKOB, KOTOPbIX NPO3Basv MamMBOHUKC, TO ecTb
NobUTEeNU TaHLEBaTb B cTUAE MamMb0o. EMHCTBEHHbIM MecTom B Hbto-Mopke,
rae oHuM morau ato genatb, 6bin Palladium Balroom. Mannagnym - ato
TaHL,EBa/bHbIN CafIOH, HAXOAMBLUMIACA PAAOM C LLeHTPOM MaHxeTTeHa U
CTaBLUIMMN LEHTPOM MY3bIKM Mambo.

3Ta My3blka 06beAVHMAA NPeAcTaBUTENE MHOTUX KYNbTyp — eBpees,
UTanbAHLEB ahpPO-aMepPUKaHLLEB U NAaTUHOAMEPUKAHLLEB -, M TaHL,eBasbHas
NAOWAAKa CAYXKMUAA MECTOM BCTPeY, KOTopas NO3BOAUAA STUM JIOAAM MUPHO
COCYLLLEeCTBOBATb. 3TO 6bI0 HAYANOM HACTOALLENM KYNbTYPHO MHTErpaLMUM B
Hbio-Mopke.

CnunsHue A)Kasa v NaTMHOAMEPUKAHCKOW MYy3blKM NPOUCXOAMN0 U B
Mannaanyme, KOTOPbI HAXOAMUACA PAAOM C AXKa30BbiMU Knybamu Hblo-Mopka.
Mannaguym NpuBeK BblAAOLNXCA MY3bIKaHTOB.

Mamb0o Hauyan ucyesatb, Korga MNepec Mpaao BbINYCTUA eLe OANH XUT HOMep
oauH B CLUA — “Chery Pink and Apple Blossom White”. ns mHorux ato 66110

Paramount, and it was when he understood he wanted to become a drummer.
Puente began practicing the drums and then the timbales under the guidance of
Mario Bausa. He worked for some time with Machito, too.

In the late1940-ies Tito Puente conducted an orchestra in which he changed the
role of timbales making them a solo instrument and putting them at the front.

Puente became a demanded musician at the very beginning of his carrier which
lasted for more than 50 years. As Mario Bausa used to say, nobody had done so
much for Afro-Cuban music as Tito Puente.

The Big Three had been struggling to be the first in New York up to the moment
when legions of new fans called mamboniks, appeared. Their nickname just
meant they loved dancing mambo. The only place in new York to do it was
Palladium Ballroom, a dancing salon situated not far from the center of
Manhattan which became the center of mambo music.

This music united people belonging to different cultures: Jews, Italians, Afro-
Americans and Latinos. The dancing hall was a meeting point for them to
coexist peacefully. That was the beginning of a real cultural integration in new
York. Palladium attracted outstanding musicians.

Jazz and Latin American music were merging at Palladium, which was next to
the jazz clubs of New York. It attracted outstanding musicians.

Mambo began vanishing when Peres Prado released another hit numberl in the
USA, ‘Chery Pink and Apple Blossom White’. It was an introduction of the new
Cuban Cha-cha-cha dance. It became very popular because of its slower rhythm




MHTpOp,YKLLMEVI HOBOIoO KY6MHCKOI'O TaHUa 4Ya-4a-4a. OH cTan o4eHb nonynapex,
ocobeHHOo cpeam MO}'IOLI,OI‘;I I'IY6I]VIKVI, n3-3a bosnee meagneHHoro rfemna mn
NPOCTOThHI.

5.5 BpoHKc

OZIHMM W3 LLEHTOB IaTMHOAMEPUKAHCKOW KyNbTypbl Hbio-MopKka 6bin BpoHKc.
Tam 6bl1a O4eHb HacbIWEHHasA My3blKanbHasa atmocdepa. 3aeck 38y4an Putm
aHA, Bnto3 Rock and RollB, naTuHckan my3sbika. YacTb BpoOHKca, U3BeCTHasA Kak
Fort Apache, BoLINa B UCTOPMIO NaTUHCKOI My3biku Hblo-Mopka. 3aech
Haxoauncs opuc kKomnaHum Anerpe Pekopac, KoTopas BbINyCTUAA 3HAMEHUTbIN
npoekKTt Alegre All Stars c 9441 Manmuepun 1 apyrumun. 34ecb, B ABYX-TPEX
KBapTanax Apyr oT Apyra, MAu MHOTMe U3BeCTHble My3blKaHTbl Hblo-Mopka:
Mano Rendon, Tito Rodriquez, Noro Morales, Tito Puente, 6paTba Palmieri,
Arsenio Robriguez. 3aecb noctoaHHO Npoxoanan pymba u gxem cewHc. Alegre
All Stars nrpanu B knybe, KoTopblii Ha3sbiBaacA International. B knybe Tritons
Hayanacb nctopusa rpynnel Edie Palmieri,noBanaswen Ha xoa, pasBuUTUA NaTUH
[Ka3a M BO3SHMKHOBEHWE CTUAA cafbca.

UTaK, B Hblo-Mopke Npon3oLwno okoHYaTenbHoe GopMmUpoBaHMe NaTUH [4)Ka3a,
CTaBLUErO JIOTMYECKUM NpoaoKeHneM adppo-KyBUHCKOTo AXKasa U CTUNA Ky-
6on. Kak ckasan Tuto MyaHTe, « Mbl UTpaemM AKa30Bble MeNoAMUM, CMeLWnBan ux

C puTmamm Ya-4ya-ya, lN'yaryaHko, COH MOHTYHO U T.A».

Al gymato, 4To nopa pa3obpaTtbesa, YEM OTIMYALOTCA 3TU CTUAU APYT OT Apyra.

6. OCHOBHble CTUIU KYBUHCKOM MY3bIKM.
6.1. Charanga
B KoHue XIX Beka Bo3HMK aHcambnb Charanga Francesa, - ppaHLy3CKui

BOEHHbIN OpKecCTp. 9TOT CTUNb CbIrpaeT O4YeHb Ba*XHYIO POJib B CTAHOB/NIEHUU
COBpEMeHHOl)‘I }'IaTMHoaN\epVIKaHCKOﬁ MY3bIKU U, B HaCTHOCTHN, CTUNIA CasibCa.

and simplicity.

5.5 Bronx

Bronx was one of the centers of Latin American culture in New York. In Bronx
the music atmosphere was extremely saturated. Rhythm- and- blues, rock-and-
roll, Latin music sounded there. The part of Bronx known as Fort Apache is
marked in the history of New York Latin music. The office of Alegre Records
company was situated there which launched the famous Alegre All Stars
project with Eddie Palmieri and others. Many of the well-known New York
musicians lived there: Mano Rendon, Tito Rodriguez, Noro Moralez, Tito
Puente, The Palmieri brothers, Arsenio Rodriguez. Rumba and jam sessions
were constantly held there. Alegre All Stars played at the club called
International. In Tritons club the story of Eddie Palmieri’s group began which
had a great impact on the development of Latin jazz and on the appearance of
salsa style,

So, in New York the definitive molding of Latin jazz took place, which became
the logical result of Afro-Cuban jazz and cu-bop. As Tito Puente said once, “We
play jazz melodies mixed with the rhythms of Cha-cha-cha, Guaguanco, Son

Montuno, etc.”

Now it’s high time to figure out how these styles differ from each other.

6. The main styles of Cuban music.
6.1 Charanga
In the end of the XIX century a new ensemble Charanga Francesa, the French

military orchestra, arose. This style would play a very important role in the
formation of the modern Latin American music and in particular of the salsa.




AHcambnb casibCbl COCTOA U3 AepeBsAHHOM delTbl, dopTenmaHo, baca,
CKpMMOK, rynpo n Tumbanec. CoBo «canbca» TakKe o6o3HauyaeT oauH 13
AYTEHTUYHbIX KYOUHCKUX PUTMOB.

3TOT TaHLEBa/IbHbIN COCTAaB Urpas My3blKy pPasHbIX CTUIEN: A@HCOH, Ya-4a-y,
601epo U, KOHEYHO, TEMbI C PUTMOM YapaHT1, KOTOPbIE MOXHO BCTPETUTD B
TBOpYECTBe Takux rpynn, Kak Orquesta Aragon, Orquesta America.

Kak 1 MmHorne apyrme KybMHCKMe My3blKanbHble CTUK, YapaHra bbiia
BO3poXaeHa B 60-x rogax B Hbto-Mopke. Charlie Palmieri, Johny Pacheco, Jose
Fajardo, Pupi Legareta u Belizario Lopez Bockpecuin n ocoBpemeHunm
3By4YaHuMe 3TOro CTuAA.

OsuxkeHne yapaHrm B CLUA He 6bI110 NPOCTO KONMPOBaHMEM ee KYBUHCKUX
mMmogaenen, oHa umena bosiee A)Ka30BOe HbIO-MOPKCKOe 3ByYaHuMe. Hanpumep,
MoHro CaHTamapua KOMBUHUPOBaA GNENTY U CKPUMNKKU U3 KNAaCCUYECKOro
COCTaBa C UMMPOBMU3MPOBAHHbLIMMU CONO MeAHOM FPynMnbl U CakcOPpOHOB, a aam
ManbMuepu cosgan CTUAb, KOTOPbIM CTan HasbiBaTbcA Trombanga, 3ameHuUB
CKPUNKK TpOMBOHaMM gNa JoCTUXReHUA Bonee MOLLHOro ypbaHMUCTUYECKOTro
3BYYaHUA.

o101 CTaprl‘/'I CTU/b 3aKatoYaeT B cebe MHOro CeEKpeTOoB COBDEMEHHOﬁ CanbChbl, B
nepByto o4yepeqb, B KOHUENUNUN menognn, Kkorga rnaBHbIN rosioc UrparoT
d)}'IEI‘/’ITbI N CKPUNKKH. 370 6bIN10 ewe 0o Toro, Kak Ctazim ncnonb3oBaTbCA meaHble
AyxosBblie.

6.2. JaHCOH.

MN3HayanbHO 3TOT CTU/Ib NPUHAANEXKAN K TAHLEBA/IbHOM CaNOHHOM My3blKe, OH
npouncxoauT oT KoTpagaHca (Country Dance) KOTOPbIN TaHLEBAN AHTIUNCKUE U
bpaHuy3ckMe UMMUrpaHTbl. OBbIYHO OH NULIETCA Ha 2 YEeTBEPTU B CpegHEM

Temne.

[aHcoH ctan nonynapHbim B 80-e roabl XIX Beka. Komnosutop Miguel Failde

Such an ensemble consisted of a wooden flute, a piano, a double bass, violins,
gliros and timbales. (The word is also used to denote one of the authentic
Cuban rhythms).

They played the music of various styles: danson, cha-cha-cha, bolero and
charanga rthythms of course, seen in the compositions of Orquesta Aragon,
Orquesta America.

As in case of many other Cuban music styles, charanga was revived in the 1960-
ies in New York. Charlie Palmieri, Johny Pacheco, Jose Fajardo, Pupi Legareta
and Belizario Lopez resurrected and modernized the sounding of this style.

The charanga movement in the USA was by far not a mere copying of its Cuban
models, it had a more jazz-like sounding. For example, Mongo Santamaria
would combine the flute and the violins from the classical group with the
improvised solos of the brass group and saxophones, and Eddie Palmieri
created a style which came to be called Trombanga, when he substituted
trombones for the violins to achieve a more massive urban sounding.

This old style imbeds many secrets of the modern salsa, and it is first of all the
concept of the melody, when the main voice is played by the brass group, while
it used to be played by flutes and violins.

6.2 Danson
Originally, this style belonged to the salon dance music, it sprang from

contradance (Country Dance) danced by the English and French immigrants. It is
usually composed at middle tempo in 2/4.

Danson became popular in the 1880-ies. Its founder was the Cuban composer




(1851-1922) 3 MaTtaHcac, Kyba, 6b11 nepBbiM KOMNO3MTOPOM, NMUCaBLIMM B
3TOM My3blKa/lbHOM CTUAE.

K 1878 gaHCOH cTa/l HAacCTO/IbKO MONYASAPHbIM, YTO Bagesnblbl Teatro Albisu de
La Habana ocHOBa/iM HaUuMOHaNbHbLIN KOHKYPC KOMMO3UTOPOB AaHCOHa.

[aHcoH bbin My3bikol gna 6enbix. Ero menoanm 3asyy4ann no-eBponemncku, xora
W HaKNa4blBaNUCb HA HEFPUTAHCKME GONbKNOPHbIE PUTMbI. OH 6bin
WCKAOUYUTENbHO BYPrKya3HOM My3bIKOM, TaK KaK KNacCUYECKUE apaHKMPOBKHU
OTAENANN ero OH YINYHOM HErPUTAHCKOW MY3bIKM COH U CenTeTo.

Bacuct aHcabna AHToHMO ApKaHbo Mcpasnb Jlonec Kayao, KoToporo mHorue
CYMTAIOT CO3aTesIeM CaIOHHOTo Mambo, HanMcan MHOFO apaHXMPOBOK,
BCTaBAASA 3/1EMEHTbl aHCOHA. HECOMHEHHO, OH 4,0 CUX NOP ABAAETCA CaMbIM
NPW3HaHHbIM KOMNO3UTOPOM COBPEMEHHOrO AaHCOHA.

AHTOHMO Mapua Pomey TaKKe ABNAETCA BaKHbIM NPeACcTaBUTEIeM 3TOTo CTUAA.
Ero nerko ysHaTb No 3/1eraHTHOMY Knaccuyeckomy 3BydaHuio. Tpyba nau
dneiita 06bIYHO UrPaIOT MENOAMIO BO BCTYNEHWUM AaHCOHA.

AHcamb1b 06bIYHO cocTOAN U3 PpopTenMaHo, KOHTpabaca, ABYX CKPUMOK,
bneiTobl, 'yMpo 1 TBYX TUMbBanec Uau gaske NMTaBp, KOpHeTa uau Tpy6bl,
TpombOHa M MHOTAA KUTAaNCKOro KOPHETA, O4eHb BbICOKOTO LyX0BOTO
WMHCTPYMEHTA C NPOH3MUTEIbHbIM 3BYKOM, KOTOPbIN TaKXe 4acTo UCNo/b3yeTcs B
KapHaBasbHoM npoueccun B CaHTbAro ae Kyba u B MaBaHe.

[aHCOH OYeHb NIerko y3HaTb NO XapaKTepPHOM pUTMUYECKON durype y Tumbanec,
M3BECTHOM KaK CUHKUIMO Unu HakeTeo.

3. KoHra.
PUTM KoHruM 6b11 co3gaH adpuKaHckumu pabamm Ha Kybe okono 1900, Korga

OHM Haya/IM OPraHM30BbIBaTb CBOW TPALMULMOHHbIE NPA3AHUKU. DTO PUTM,
oTMevaemblt bapabaHamu signals and mechanisms. Ero nerko ysHatb no ero

Miguel Failde (1851-1922) from the town of Matanzas.

By 1878 danson became so popular that the owners of Teatro Albisu de La
Habana established a national contest for danson authors.

Danson was the music for the white; its melodies sounded European, although
they overlapped the Negro folklore rhythms. It was an exclusively bourgeois
music, because the classic arrangements separated it from the street Negro
music like son and septeto.

The bassist of Antonio Arcafio ensemble Israel Lopez Cachao, who is widely
believed to have created the salon mambo, made numerous arrangements
inserting some elements of danson in them. No doubt, he is still the
mostrenown composer of the modern danson.

Antonio Maria Romero is also an important representative of this style. His style
is very characteristic for its elegant classical sounding. The trumpet or the flute
usually plays the tune in the introduction of the danson.

The ensemble normally consisted of a piano, a double bass, two violins, a flute,
a gliiro and two timbales or even timpani, a cornet or a trumpet, a trombone
and sometimes a Chinese cornet, a very high pitched wind instrument with a
strident sound which is often used during the carnival parade in Santiago-de-
Cuba and La Havana.

Danson is easy to recognize by its characteristic rhythmic pattern played by
timbales, which is known as sinquillo or baqueteo.

6.3 Conga
The rhythm of conga was created in Cuba by the descendants of the African

slaves around the year of 1900, when the tradition of organizing shared festivals
appeared. It’s a rhythm marked by the drums signals and mechanisms .It's easy




TMnuYyHoMy one’twoijthree’kick wave.

Pa3BMBaACb U3 YIMYHOIO CTUAA, KOHFA MOCTENEHHO CTAHOBUTCA TaHL,EBa/IbHbIM
PUTMOM M MPUXOAMUT B TaHLLEBAJIbHbIE Ca/IOHbI. ITOT PUTM OTPArKaeT BKAAA,
KOTOPbIV appUKAHCKME TPAAULMN BHEC/IU B NATUHOAMEPUKAHCKYIO MY3bIKY.
Mocne 1920 TaHro 1 pymba 61N BbITECHEHBISTUM HOBbIM CTU/IEM, KOTOPbLIN
npuobpen 60/blIy0 U3BECTHOCTb Kak «3MeliKa». Mo3Ke ero BHec
npeanoaoXUTENbHO B OAMH U3 HOYHbIX KNy6oB Mailamu 3HaMeHUTbIN
TeneBn3noHLWMUK Desi Arnaz.

TepMWH KOHIa OTHOCUTCA K My3blKe KapHaBaNbHOrO LWeCTBMA, KOTopoe
Ha3blBaeTcsA Komnapca. OHa cocTosna n3 6onblnx aHcamb et bapabaHLWMKOB
W NeBLOB, My3blKaHTOB U TaHL,OPOB, KOTOPbIE LUK MO YAULLE, UTPas PUTM U
Hanesbl KOHI.

TaK KaK 3To KapHaBa/ibHbIN CTU/Ib, TO POJIb MEPKYCCUM 34ECb OYEHb BarKHa.
4. CoH.

CoH nosasuaca okono 1917. 1o 3TOro MOMeHTa caMbiM NONYAAPHbIM TaHLLEM Ha
Kybe 6bin AaHCOH. COH MOHTYHO CTa/l O4HUM M3 FNaBHbIX CTUNEN, TaK Kak bbin
NPWHAT U NPU3HAH BbICLUMMUK CNOAMM 0b6LLecTBa.

ChopmmpoBaBLIKCH B 3aMagHOM YacTM OCTPOBA, COH MOT UrpaTbCA TO/bKO
NEePKYCCUOHHBbIMU MHCTPYMEHTaMM, MOYTU KaK JAaHCOH, XOTA Y COH MOHTYHO
CoBCEM Apyras CTPyKTypa.

The first adaptation were the bongos (aBa maneHbkux bapabaHa, coegUHEHHbIX
BMECTe, C HaTAHYTOM MemMbpaHOol 13 roBsiXKbein Koxn. OanH 6apabaH uyTb
6onblue apyroro O6bIYHO BOHIO 3aXKMMAIOT MEKAY HOT U UTPatoT Ha HEM CUAA.

CTpPYKTypa COH MOHTYHO NPOCTa: MOBTOPAIOLMINCA NPUNEB AU MOHTYHO, 33
KOTOpPbIM c/legyeT OTBET COJ/IUCTY, YacTO MMMPOBU3UPYEMBI O4HUM U3 NEBLLOB.
Mo3xe 6blM BBEAEHbI Napro U oTAEeNbHAaA YacTb, TaK Ha3biBaeMas 4YacTb

to recognize for its typical one-two-three-kick wave.

Rising from a street style, conga gradually becomes a dance rhythm and enters
the dance salons. This rhythm is an element of the contribution the African
tradition made to the Latin American music. After the year 1920 tango and
rumba were displaced by this new style, which came to be known as the
serpent. Later it was introduced, supposedly, in one of the night clubs in Miami,
and the famous Desi Arnaz is sure to have something to do with it.

The term conga refers to the music of the carnival parade called comparsa. It
consisted of big ensembles of drummers and singers, musicians and dancers
who walked along the street playing the rhythm and the tunes of conga.

As it is a carnival rhythm, the role of percussion is very important.
6.4 Son

Son appeared around 1917.before that danson was the most popular dance in
Cuba. Son Montuno became one of the basic styles, as it was accepted and
recognized by the upper layers of the society.

Shaped in the western part of the island, son could be played by percussion
instruments only, almost like danson. Alongside with this, Son Montuno has a
completely different structure.

The first adaptation was the bongos (two small drums fixed together with a
tight membrane made of cow skin. One of the drums is a bit larger than the
other. Usually the bongo is squeezed between one’s legs and played seated.

The structure of Son Montuno is simple: a repeated refrain or montunosa
followed by a response to the soloist, often improvised by one of the singers.
After the year of 1920 Largo and a separate montuno part were introduced (the




mambo.

MHoOrme KOMNO3UTOPbI U3 APYIUX CTPAH, KOTopble 6bln Ha Kybe, Bocxmwanmnce
WCMOJIHEHNEM COH MOHTYHO. [JaKe [Kopa MeplBUH HanMcaa ceoto
KYOUHCKYlO yBepTopy, BAOXHOBMBLUUCL Menoanein coHa Echale Salsita Ignasio
Pifiero.

PUTM COHHa MOHTYHO MMeeT CBOM ayTeHTUYHbIe HapOAHble KOPHU, HO TaKKe B
HEM MOXHO Pas/INYUTL BAUAHME PPaHLLy3CKON HEFPUTAHCKON My3biKK M3 CaHTO
JdomuHro.

OpkecTtp Original de Manzanillo sBnaeTcsa Apyaliwnum npeacraBuTeIemM 3TOro
CTUNA.

B Havyane 20-x rogoB 60bluyo NONyAapHOCTb Npuobpenn Tpmuo. OHM 06bIYHO
WCMONHANM My3bIKy 601epo 1 coH. COCTOANN U3 TPeX BOKANNCTOB, KOTOPble
Nneau rapMoHM30BaHHbIe BOKabHble NapTUM, akKomNaHupya cebe Tpems
rMTapamu UM AByMA rMTapamu u mapakac.

Ignacio Pifiero u Miguel Matamoros 6bi1 NepBbIMU HAaCTOALLMMM NO3TaMU COH
MOHTYHO, KOTOpble Ucnosib3oBanun ¢popmat Tpuo. (Tpno Matamopoc). B aTom
CTapOM CTWU/Ie NepBbIi FoN0C NOET MeNoauIo, BTOPO rapMOHMI0, TPETUIA — B
OCHOBHOM 6aC UM KOHTPAMYHKT.

BoHro unun mapakac gepxat puTm. EcTb pacciabneHHbli bac-rutapHbIn
aKKOMMaHEMEHT U pyaMMEHTapHbIe MMNPOBM3aLMN. [TOHMMaHKe TOro, KaK
pa3BMAacb 3Ta My3blKa/bHasA TPaANLMA, MOMOMXKET 0CO3HaTb, Kak pa3BMBanach
BCA JaTMHOAMEPUKAHCKan My3blKa B LLEJIOM.

6.5. COH MOHTYHO.
Mwurenb Matamopoc v ero Tpmo 6biiv NepBoW rpynnoi, KoTopas 3anmncana u

pacnpocTpaHuaa CTUAb COH MOHTYHO. HO rnaBHbIM COHepo 6bin ApceHuno
Poapurec. OH Urpan Ha TPec C 3KCTPaopPAUHAPHbLIM YYBCTBOM PUTMa U

so called mambo part).

Many foreign composers who visited Cuba were taken aback by the
performance of Son Montuno groups. Even Gershwin wrote his Cuban overture
inspired by the tune of Echale Salsita son by Ignasio Pifero.

The rhythm of Son Montuno has its own authentic vernacular roots, but one can
trace also the impact of the French and the Negro music from Santo Domingo.

The orchestra Original de Manzanillo is a brilliant representative of this style.

At the beginning of 1920-ies trios became very popular. Usually, they
performed bolero and son. They comprised three vocalists singing harmonized
parts accompanying themselves with three guitars or two guitars and maracas.

Ignacio Pifiero and Miguel Matamoros were the first genuine poets of Son
Montuno to use the format of a trio (Trio Matamoros). In this old style the first
voice sings the melody, the second — the harmony and the third is mainly a
basso or a counterpoint.

Bongo or maraca maintain the rhythm, there is an enervate bass-guitar
accompaniment and some rudimentary improvisations. Understanding the
development of this musical tradition, one can become aware of the formation
of Latin American music as it is.

6.5 Son Montuno
Miguel Matamoros and his trio were the first to make some records in Son

Montuno style and to spread it, but Arsenio Rodriguez was the main sonero. He
played the tres with an extraordinary sense of rhythm and creative energy.




KpeaTMBHOW 3Hepruen.

OH pogunca B Mympa- ae- Makrypuxa (npoBuHumMa MaTaHcac, Kyba). ApceHno
oc/ien B 04eHb paHHeM BO3pacTe M ¢ aeTcTea ero npo3sanu El Ciego Maravilloso
3a ero yHMKanbHoOe My3blKasbHOE fapoBaHue.

OH Hayvan cBOI Kapbepy Kak NepKYyCCUMOHMUCT U Bbla O4HUM U3 NPU3HAHHbIX
MacTepoB Tpec. (TMN MafeHbKoW rMTapbl C TpemaA Napamm CTPYH).

ApCEHMO 6bin nepBbiM MY3blIKaHTOM, KOTOprl\;I CTan ncnosib3o0BaTb MNOCTOAHHOIO
NEePKYCCUOHUCTA HAa KOHIrax B CBOEM aHcambne. KoHru u A0 3TOro nHoraa
MCnonb3oBanCb B My3blKe, HO ApCEHMO caenan nx HEOTbeMJIEMOW YacTbio
aHcambns. 3To HOBLUECTBO Cpasy npungano aHcambnto 6onee nosiHoe 3By4aHue.

C 1942 no 1953 noyTtu BCe Camble TaNaHTAMBbIE My3blKaHTbl Kybbl npowan
yepes ero aHcambb. Felix Chapotin, Ruben Calzado, Benitin, Alfredo Chocolate
Almenteros Corbacho Terry y Carrmelo Alvarez.

dopmar cekcTeTa 6bin1 cO34aH 414 TOro YTObbl UCNONHATL COH. B Hero Bxoaunm
KnaBe, rMTapa unm Tpec, 6oHro, mapakac, KoHTpabac u Tpyba.

B 20-e rogbl Sexteto Habanero 6bin1 04HUM U3 CambIX YCMELHbIX U U3BECTHbIX
KONNEKTUBOB. YyTb NO3Ke CEKCTET CTan cenTeTom ¢ gobasneHnem ogHoOM Unu
ABYX TPY6 KaK NOCTOAHHbIX MHCTPYMEHTOB B CTaHAAPTHbIX rpynnax. OHW urpanu
B OCHOBHOM 60/1epoc 1 coH. Tpyba Besla OCHOBHbIE TEMbI, apPaHXUPOBKM CTaM
6onee NMpUUHbIMKU. My3biKa ceNTeTOB bbl/la YEM-TO MeXKAY gUajiro CTPYHHbIMM
rpynnamum n Conjunto meaHbIX AyXOBbIX.

ApceHuno Pogpurec o6HoBUA cocTaB appo-KybUHCKux aHcambeld. B bonee
paHHUX rpynnax He XBaTafo rapmMoHuU. YTobbl pewnTb 3Ty Npobaemy, ApceHno
[06aBun popTennaHo, KOHMM U Tpu Tpybbl. ITO BAOXHOBMUIO BECb
NlaTMoAMEPUKAHCKMIA MUP MCNOb30BaTb 3TOT TMN aHcamba — Nuevo Conjunto.
JTa aganTaumaA TPagULMOHHOTO aHCaMbia U3MEHUNA KOHLEMLLMIO OPKECTPOBKM
M apaHXUPOBKM B NOCNeayOLNX aHCambAsX.

Arsenio Rodriguez was born in Giira-de-Macurije (the province of Matanzas,
Cuba). Since his early childhood he had been blind, nicknamed El Ciego
Maravilloso for his unique music gift.

He began his carrier as a percussionist and was one of the top-ranked masters
of the tres (a small guitar with three pairs of strings).

Arsenio Rodriguez renovated the ensemble structure, being the first to involve a
permanent conga percussionist in the ensemble. Congas would sometimes be
used in those times, but Arsenio made them an integral part of the ensemble.
The novelty gave his ensemble a more saturated sounding right away.

From 1942 till 1953 the most talented Cuban musicians went through this
ensemble,Felix Chapotin, Ruben Calzado, Benitin, Alfredo Chocolate Almenteros
Corbacho Terry y Carrmelo Alvarez among them.

The sextet format was created to perform son. There were a keyboard, a guitar
or a tres, bongo, maracas, a double bass and a trumpet.

In the 1920-ies Sexteto Habanero was very successful and widely known. A bit
later,I n 1927, as a trumpet or a trumpet duo was added permanently, it
became a standard septet and got the name of Septeto Nacional . They played
mainly boleros and son, the trumpet leading; the major arrangement themes
became more lyrical. The music of septets was somewhere in between guajiro
by string groups and conjunto by brass wind.

Arsenio Rodriguez renovated Afro-Cuban ensembles. The earlier ensemble
structure lacked harmony. To solve this problem, Arsenio added the piano,
congas and three trumpets. It inspired all he Latin world to use such an
ensemble structure, which was called Nuevo Conjunto. This adaptation of the
traditional ensemble changed the concept of orchestration and arrangement in
the later ensembles.




Mo MHeHuIo My3blkoBega Tomas Jimeno, ApceHno Pogpures 6bin1 ogHUM U3
NUOHEPOB, KOTOPbIW PeLna UCNOIb30BaTb Pa3HbIi cocTaB aHcambnA
COOTBETCTBEHHO PpopmaTy nbecbl. OH BKIOYMI HOBbIE YaCTW, TaKMe Kak
introduccion, desarollo, montuno o mambo (g0 3Toro mam60 6b1210 TO/ILKO
yacTbto necHu,) coda final. OueBnaHoO, YTO B N306pPETEHNUM MambO KpOoMme ceEMbMU
Nonec, MNepes MNpaao v gpyrux, reHnin AOCEHMO Cbirpan BaXKkHyH POb.

OH TaK»Ke UCNo/ib30Bajl OPUrMHaNAbHbIe PUTMbI, TaKne Kak Diablo B coyeTaHum c
Tpyb6amum 1 Tpec KoTopbIi Urpan COH MOHTYHO. Ero akcnepumeHTasnbHan rpynna
6blna ocHoBaHa B 1934.

El Conjunto (nnT. Komb0). pa3BuICA U3 YMEHbLUEHHbIX KAPHABA/IbHbIX XO4AYNX
OPKeCTPOB, B KOTOPbIX y4aCTBOBA/IM BOKANMUCTbI, TPyObI, 6ac, KOHrK, BOHro, Tpec,
KOHTpabac, mapakac unu knase. KOHXYHTO Bblilwen n3 bonee paHHero centerte
0Ko0/10 1940. 3T0T dopMaT UrpPaeT BaXKHYI0 PO/ib B BOSHUKHOBEHWUMU CTUAA
canbca. Bnepsble ayxoBas ceKLUMM Havyana rapMoHM30BaTbCA Ha TP rosioca.

XoTa o 1930 Takme rpynnbl Urpaam CTPOro MHCTPYMEHTANIbHYIO TaHLU,EBA/IbHYIO
My3bIKy, B 40-X OHa cTa/ia CTaHZapPTHbIM akkomnaHemeHTom B Corridas,
Rancheras n apyrux BoKanbHbix popmax.

B NyapTOpPMKaHCKOM KOHXYHTO MCMOb3YeTCA eLLe aKKOPAEOH UK KNapHeT.
6. 6 Pymba.

Pymba - 310 cambiit 6113KMiN K AdpuKe cTUAb adpo-KyBUHCKOro pUtma, CUAbHO
CUHKOMWPOBAHHbIN 1 C BApbUPOBaAHHbIMM TUNAMU aKLEHTOB.

MysbikoBeg Mcpaanb KacTaaHoc pasnunyaeT gsa Tuna pymbbl: apoTnyecKkasn
pymba un yepHas pymba unm danza barbara. Ctunb pymbsbi 6611 6611 0g4HUM U3
CaMbIX MONYAAPHbIX KYBUHCKUX PUTMOB eLe ¢ Hayana 20-x rogos. B cocTas
aHcabna BXOAAT TPU NEPKYCCUOHUCTA, UTPAOLLMX HA Pa3HbIX KOHrax. (5,06aBUTb
O TUNax KoHru no 6o66u CaHabpus)

According to Tomas Jimeno, Arsenio Rodriguez was one of the pioneers, as he
decided to use different ensemble structure in correspondence with the format
of the piece. Besides, he included some new parts, like introduccion, desarollo,
montuno o mambo (before that mambo used to be a part of a song, a coda
final). Obviously, Arsenio’s genius played an important role in the creation of
mambo, together with the Lopez family, Peres Prado and others.

Also, he used original rhythms, like Diablo with trumpets and a tres playing son
montuno. His experimental group was founded in 1934.

El Conjunto (Combo) developed from diminished carnival walking orchestras,
which comprised vocalists, trumpets, a bass, a double bass, congas, a bongo, a
tres, maracas and a clave. Conjunto sprang from the earlier septete around
1940. This format plays an important part in the rise of salsa style. It was then
that the wind section began being harmonized for three voices.

Despite being strictly instrumental before 1930-ies, in 1940-ies such groups
became a standard accompaniment in Corridas, Rancheras and other vocal
forms.

In the Puerto-Rican conjunto an accordion and a clarinet are also used.
6.6 Rumba

Rumba is an Afro-Cuban rhythm style, very syncopated, with varied types of
accents and the closest to Africa.

Israel Castellanos differentiates between two rumba types: the erotic rumba
and the black rumba, or danza Barbara. Rumba style has been one of the
popular styles since early 1920-ies. In the structure of the ensemble there are
three percussionists, playing different congas.

Quinto seqgunda and tumbadora plus a small percussion and vocal. It is a very




KuHTO ceryHaa n Tymbamopa nNatoC MafieHbKaa NepKyccua n Bokan. 3To o4YeHb
TPaAULMUOHHBIN CTUND.

Cambim TPOMKUM UHCTPYMEHTOM CHa4asia 6b1K TVIM6aerC, KOTOpble
ncnonb3oBaanco, yTOObl OTMEYATH dKUEHTbI TaHUOPam. Mo3»ke aTa dDYHKLI,MFI
nepewna K pr6e, KOTOpaA urpana menognyeckme 1IMHMM N OTBETbI NEBLLAM.

FNaBHbIM B pymbe ABAseTCcA ee HEUCTOBbIN PUTM, 0BbIYHO B BbICTPOM Temne ¢
NPMNeBOM M3 BOCbMW TaKTOB, MOBTOPAIOLWMICA MHOTO pas, 3a YemM C/ieaytoT
nooyepegHble NEPKYCCUOHHbIE CONO M 3aTEM XapaKTepHas KOHL0BKa. Tpu
OCHOBHbIX GOPMbI Ppymbbl - 3TO ryaryaHko, Amby n Konymous.

Koraa opkectp [JoHa Acnunasy — Don Aspiazu’s Havana Casino Orquestra
Brnepsble noasunca Ha bpoasee, oHu npounssenu ¢pypop. OHKU BNepBble
WCMOZIHWUAN CaMyto U3BECTHYIO KybuHCKyto menoauto El Manicero.
AmMepuKaHcKasa nybMKa o4eHb XOpOLO OTpearnpoBana Ha 3TOT CTUb,
HEeCMOTpPA Ha CNIOXKHOCTb TaHLaA.

B Havane 30-x TaKMe ayTeHTUYHbIE MHCTPYMEHTbI Kak Mapakac, Knase, 60Hro
BMeCTEe C Kpuyawmmm Tpybammn akkoMnaHMpPOBaAM TaHLLOPaM B TaKUX KNybax
Kak KoToH knab Earl Carrolls Vanities n Hoto-Mopkckuit Capitol Theatre.

6.7. l'yaryaHko.

OaHa U3 pasHoBUAHOCTEN pyMbbl. B ero TUMUYHbIN COCTaB BXOAAT KOHIM, KNaBe,
Mapyrac (LueiKepbl), BOKaJUCTbI U TaHL,eBaNbHaA napa.

KOHIMM 04eHb BaXKHbl B 3TOM CTWU/Ie, Y KaXKA0M U3 HUX eCTb CBOS Po/ib. KoHra
KMHTO CO/IMPYET HaZ NOBTOPAOWMMMUCA BOKaNbHbIMU NapTUAMMK, CaNULOP
OTBEYaeT 33 My3blKa/IbHOE BPEMS, M TPEeC ro/inec urpaetT akkomnaHemMeHT. B
ryaryaHko o6bl4HO UCNob3yeTca Knase pymobl.

B ryaryHKo napa TaHL0pOB TaHLYyeT Ha PacCTOSHWUM B CpesHeM MU BbiCTpoM

traditional style.

First timbales were the loudest and were used to mark the accents for the
dancers. Later this function was given to the trumpet which played the melodic
lines and the answers to the singers.

The essence of the rumba is its vehement rhythm, normally very fast with a
refrain of eight measures repeated many times and followed by alternating
percussion solos and then a characteristic ending. The three major rumba forms
are guaguanco,yambu and columbia.

When Don Aspiazu’s Havana Casino Orquestra first appeared in Broadway, they
made a splash performing the most widely known Cuban tune El Manicero. The
American public liked the style very much in spite of the complexity of the
dance.

At the beginning of 1930-ies such authentic instruments as maracas, clave,
bongo together with the shrieking trumpets accompanied the dancers in Cotton
Club, Earl Carrolls Vanities and Capitol Theatre of New York.

6.7 Guaguanco

It’s one of the varieties of rumba. Its typical structure comprises congas, a clave,
marugas, vocalists and a dance couple.

Congas are very important in this style; each of them plays its own role. Conga
quinto performs a solo above the repeated vocal parts. Salidor is responsible for
the music timing, tres golpes plays the accompaniment. In guaguanco the
rumba clave is usually used.

As for the dance, a couple dances at a distance from each other in a medium or
fast pace. The dance illustrates an attempt of the man to seduce the woman.
Rejected at the start, he goes acquiring confidence, and then comes some flirt




Temne. TaHel, onnLeTBopsaeT coboi NoNbITKY COBNa3HEHMA KEHLWMNHbI
MY}KUMHOM, ero OTBEpKeHUe B Hayane, KOTopoMy nocseayeT nocTeneHHoe
npuobpeTeHue aosepus, GANPT U B KOHLE CAUAHMKE.

EcTb HecKo/ibKo cTuAel ryaryHko. bonblwee BanaHue npruobpenn ctuam FaBaHbl
n MaTtaH3ac.

C TOYKM 3peHMA COBPEMEHHOTO COUCTA, 3TOT PUTM TaK e, Kak U gpyrue
PUTMBI, NpoucxogaLLne oT pymbbl, O4YeHb CNOXKEH AN CONMPOBaHUA. BHavane
€CTb OLLYLLEHUNE, YTO PUTM YCKOPAETCA, U Maio BPEMEHHOro NPOCTPaHCTBa U3-
3a 06UNUA pUTMMYECKUX GUryp, HacnamBaemblx Apyr Ha Apyra. CHavana nyywe
NOCAYLWaTb BOKa/ibHble YacTK, MOTOM MOCTapaTbCA Pa3NIMYUTb OCTUHATHBIN PUTM
Y KOHTW.

6.8. bonepo

B Hauane XIX Beka ero npegok, cnaHckuit 6onepo, npnbbin Ha Kyby. OH 6bin
MOXOX Ha Cermaunblo M aKKOMNaHMpPOBasICA KacTaHbeTamMM U Maol
nepKyccuein B TpexgoabHoOM pasmepe. OH 6bii ropasgo bbicTpee n He Umen
HWYero obLLero co cTUiemM, KOTOpbIN BNocaeacTBMM ByaeT HasbiBaTbcA 6onepo
Ha Kybe.

naTMHoaMepMKaHCKOG 6onepo - 3TO O4eHb meaieHHanA 6annap,a Ha Be naun
YeTbIpe YeTBEPTH. O6blYHO CO/TUCTY aKKOMMNAHUPOBAN Ha TMTape, 4acCTto C
MapaKac. Menoaua 06bIYHO HaYyMHaNacb ¢ KOpOTKOﬁ MHTPOAYKUNN B MUHOpPE,
BHE3aNnHO nepexogAa B Ma*op, HO M3HA4Ya/IbHO B 6onepo He bblsi0 TPaAULNOHHO
Oﬂpep,El'IEHHOI‘/'I CTPYKTYpbI. OH cTan Taknm nonynApHbIM, 4TO NOYTU NOTHOCTbBIO
BbITECHWA Tyapayy U apyrme mysbliKaJ/ibHble CTUIN TOTO BPEMEHMW.

I'IepBble KOHTaKTbI 6onepo C NeCeHHbIM XaHpPOM npounsowan, Korga nepsbie
CEeKCTeTbl COHa bbinn co3paHbl B [aBaHe. boraTas NOTIMPUTMUNA NEPKYCCUN COHA

co3sgaBanu base for the cancion and bolero singers melodies.

Bonepo OCTaeTCA OAHUM U3 CaMbiX U3BECTHbIX N KPACUBbIX cTunen

and a conflux in the end.

There are a number of guaguanco styles. The most influential have been the
styles of la Habana and Matanzas.

From the point of view of a modern soloist, this rhythm, as the rest of the
rhythms derived from rumba, is very difficult to improvise. First one feels as if
the time speeded up, and there is too little space because of the abundance of
overlapping rhythmic patterns. It’s advisable to listen to the vocal and then t
try to single out the ostinato conga rhythm.

6.8 Bolero

At the beginning of the XIX century the Spanish bolero arrived in Cuba. It was
similar to seguidilla and was accompanied by castanets and minor percussion in
% beat. It was much faster and had nothing to do with the style which later
would be called bolero in Cuba.

The Latin American bolero was a very slow ballad in 2/4 or 4/4 beat. As a rule,
the soloist was accompanied by a guitar, often with maracas. The melody began
with a short introduction in the minor, with a sudden change for the major, but
originally, bolero did not have a particular structure. It became so popular that
supplanted guaracha and the other music styles of the time almost completely.

The first contacts of bolero with the song genre occurred when the first son
sextets were created in Havana. The rich polyrhythm of son percussion created
the base for the cancion and bolero singers” melodies.

Bolero keeps being one of the most widely known and the most beautiful styles
of Latin American music. Its harmonies might be taken from other styles, like
jazz standards or tango; it might be the Spanish corridas, the tropical waltzes,




ﬂaTMHoaMEpMKaHCKOI‘/II MY3bIKW. Ero rapMoOHNN MoryT 6bITb B3ATbI U3 apyrmux
cTunem — AXa30BbIX CTAHOAPTOB, TAHIO, 3TO MOTYyT 6bITb UCNAHCKME Koppwuabl,
Tponn4yeckne BanbChbl 1 EBpOﬂEl)‘ICKaﬂ Knaccnyeckana My3blKa.

B 40-e rogbl 0o4HNUMU U3 CaMbIX U3BECTHbIX ObIN KONNEKTMBLI Conjunto
Kuvabana, Casino, Roberto Faz, BmecTe Takmumun umeHamm Kak Pablo Milanes,
Miguel Matamorros, Ernesto Lecuona u nochegHMmu KOpoasmm
poMaHTUUYecKnx 6onepo nysptopukaHuem Tito Riodriguez n mekcukaHuem
Armando Manzanero.

6.9. Cha-Cha-Cha

Enrique Jorrin — co3gatenb U angep NepBoro opKecTpa UrpaslLero, Ya-4ya-ya. B
€ro OpKecTpe Urpaam Takme My3blKaHTbl KaK Jose Fajardo (Besinkuin pnentuct) n
Roberto Aguero (bass player).

Ya-ya-ya npmobpen nssecTtHocTb B Havase 1940 c noABneHnem AHTOHMO
ApKaHbo. OH 6bl/1 04EHb XOPOLLO NMPUHAT TAHLOPaMU, TaK KaK ero bbia1o fnerye
TaHUeBaTb, Yem Mambo. OHOM M3 XapaKTEPUCTUK 3TOFO CTUASA ABNAETCA
OTCYTCTBME CUHKOMbI. 3TO €4MHCTBEHHbIN appOo-KYOUHCKNI CTUAb C POBHbIMU
yeTBepTAMMU. MpeanonoKuTesbHo, Ya-4a-4a NPOUCXOANT U3 BTOPOM YacTu B
CTPYKTYpe AaHCOHa MM OT 3aMef/1eHHOoro mambo. B Hbto-Mopke ero HasbiBanu
ABOMHbIM MaMbo, TaK KaK ero OCHOBHbIe ABUMKEHUA NMOXOXKU Ha ABUNKEHUA
Mamb0, TONbKO C ABOMHbIM LIAroM MeXKAY TPETbEW U YETBEPTOMN A0NAMM.

B nATMaecaTble roga Ya-4ya-4a npuobpen n3sectHoOCTb 61arogaps KyBUHCKUM
YyapaHra opkectpam ( Orquesta Aragon Orquesta America). OH coxpaHsn
YOVBUTE/IbHbIN BanaHc mexay orHem U rpaumeit. Ero nepsuyHbie dopmbl
coepmHANN B cebe ACHOCTb U 6aeck GaeliTbl C MATKMM JIEraTo CEKLUN MeLHbIX
[LYXOBbIX.

DHpuKe XoppuH n Orquesta America No NpaBy CYMTAIOTCA CO34aTENAMM Ya-ya-
ya, a Jose Fajardo npuses ero B CoegnHeHHble LTaTtbl. OH urpan 8 Walford
Astoria B 1959 Bo Bpema npe3naeHTcKon komnaHum KeHHean. Machito, Tito

and the European classical music.

In the 1940’ies Conjunto Kuvabana, Casino, Roberto Faz were the most widely
known, as well as Pablo Milanes, Miguel Matamorros, Ernesto Lecuona and the
last kings of the romantic bolero, the Puerto-Rican Titio Rodriguez and the
Mexican Armando Manzanero.

6.9 Cha-Cha-Cha

Enrique Jorrin was the creator and the leader of the first orchestra which played
cha-cha-cha. In his orchestra such musicians played as Jose Fajardo, a great
flutist, and Roberto Aguero, a bassist.

Cha-cha-cha gained popularity at the beginning of the 1940-ies with the
appearance of Antonio Arcafio. It was accepted by the dancers well, as it was
easier to dance than mambo. One of the characteristic features of the style is
the absence of syncope. It is the only Afro-Cuban style with even quarters.
Supposedly, cha-cha-cha originates from the second part in the structure of
danson or from the slow-motion mambo. In New York it was called double
mambo, as its main movements resemble mambo, but for the double pace
between the third and the fourth gonamu.

In 1950-ies cha-cha-cha became popular due to the Cuban orchestras
(Orquestra Aragon, Orquestra America). It maintained a surprising balance
between fire and grace. Its original forms combined the clarity and brilliance of
the flute with the gentle legato of the brass wind section.

Entique Jorrin and Orquestra America are considered by right the creators of
cha-cha-cha, and Jose Fajardo brought it to the USA. He played in Walford
Astoria in 1959 during Kennedy’s presidential campaign. Machito, Tito Puente,
Tito Rodriguez and the majority of the big bands of the mambo era performed
this more reserved style in the dance lounges all over the world.




Puente, Tito Rodriguez n 6onbliasn YyacTb bur 6eHA0B Mamb0o 3pbl UCMOJTHANN
3TOT 60N€ee caepKaHHbIW CTUNb B TaHLLEBA/IbHbIX Ca/lOHaX BCEro Mupa.

Ho He Bce nonynspHble Ya-4a-4a 6blM NPOCTbI N0 apaHKMpoBKe. Camolt
6osbloi xuT Perez Prado ‘ Cerezo Rosa 6bi/1 yHUKaIbHOM apaHKMPOBKOW C
TOMHbIM COM0 TPYObl, KpUYaLWMM aHcambiem Tpyb, TMOKMMKM CUHKONAMM
CaKcopOHOB, YTO CAELNANO0 €ro BCEMUPHO M3BECTHbIM. C TOUYKM 3peHun
MCMONHUTENbLCTBA NPY UTPE B 3TOM CTU/IE HYXKHO UrpaTb C pacciabieHHbim
olyLeHneM, Bceraa YyTb €3a4u, HO C YETKOM CUAbHOM gonei.

MHorue a)kasoBble macTepa Urpaau B aTom ctune. Harry Sweet Edison, Harry
James, Bob Berg, Kenny Dorham, Chet Baker, Freddy Hubbard, Joe Henderson n
MHOrU1e apyrue.

6.10. MayaHra.

B Hauane 1960 ya-ya-4a 3aTMuA Apyron ctuab — Pachanga. 3ToT cTUNb
NPOUCXOAUT U3 CTUAA YapaHra. PnenTuct Xoce Paxapao BBEN 3TOT CTU/Ib B
3HameHnTOoM Palladium B Hbto-MopKe. 3To sHEPruyHbIi TaHLEBaAbHbIN PUTM,
NMOXO0XWI Ha cTUAM 50-x. MayaHra Umena roI0BOKPYKUTENbHBIN yCnex cpeam
NlaTUHOaMEPUKAHLLEB.

B coctaB aHcambns Bxoauno ¢doptennaHo. bac u cTpyHHble urpanu
OCTMHATHbIE CUHKOMMPOBaHHble GUrypbl Hag PUTMOM, KOTOPbI Ha3biBascA
Caballo (kak packaunmBaHuWe Npu BEpXOBOW €34€), UCNONHAEMbIA KoHramn. Ha
aTOoM dyHAaMeHTe dpaeliTa UM BOKaAUCT UK cekuma Tpyb cBoboaHO
MMMPOBMU3UPOBAAN UM UTPANU MENOLUIO.

CTuab NavaHra 4acTo UCNOoIHAETCA B ObICTPOM Temne, NoYTN Kak Mambo.
MuoHepom 3toro ctuns 6bin Felix Chapotin — Tpybay 40-50-x, KOTOpbIN BNepBble
3anucan La Guarapachanga. Orquesta Sensacion bbis1ia nepBoW rpynnou,
a[anTUPOBaBLUEN PUTM MAYaHTK.

6.11. Mambo.

By far not all the popular cha-cha-cha s were simple in their arrangement.
Cerezo Rosa, the biggest hit by Perez Prado , was a unique arrangement with a
die-away trumpet solo, a shrieking trumpet ensemble, flexible saxophone
syncopes which made it world famous. From a performer’s angle, while
performing in this style, one should play with a relaxed feeling, always lagging a
little behind, but accentuating the downbeat.

A number of great jazz masters played in this style. They were Harry Sweet
Edison, Harry James, Bob Berg, Kenny Dorham, Chet Baker, Freddy Hubbard, Joe
Henderson among others.

6.10. Pachanga

At the beginning of the 1960-ies another style outshined cha-cha-cha. It was
pachanga. The style originates from charanga. The flutist Jose Fajardo
introduced the style in the famous Palladium in New York. It is a dynamic
dance rhythm like the styles of the 1950-ies. Pachanga was splittingly successful
among Latin Americans.

There was a piano in the ensemble. The bass and the string instruments played
ostinato syncopated figures above the rhythm called caballo (like rocking while
riding a horse), which was played by conga drums. On such a basement the flute
or the singer or the trumpet section improvised freely or played the melody.

Pachanga style compositions are often performed at a fast tempo, almost like
mambo. Felix Chapotin, a trumpeter of the 1940-50-ies, who was the first to
record La Guarapachanga. Orquestra Sensacion was the first to adapt the
pachanga rhythm.

6.11 Mambo

Mambo is the Cuban name of a Congolese chant. Literally, it means something




Mambo - 3To KybMHCKOE Ha3BaHMe NecHOoMeHus, NpomcxoaAaLwero us KoHro.
JocnoBHo 0603HaYaeT YTo-TO, YTO NOCTOAHHO NoBTOpAeTcA. Bnepsble
NoABMNOCH B Mbece CO CTPYKTYPOM AaHCOHa Nof HazBaHMem mambo,
HanucaHHol OpecTecom Jlonec u ero 6patom Ucpasnem Jlonec, KoTopble
CYMTAlOTCA ero co3gatenaMu.

OHM TaKXKe [06aBUAN KOHTY K CTapoit MHCTPYMEHTOBKe YapaHru (my3. dopmar)
Tymb6ao KOHIM BMecTe C pUTMUYHBIM CTUNEM UCMONHEHUA NapTumn Haca co3ganu
byHAaMEHT 3TOMY HOBOMY CTUJIHO.

BpaTbs Mepes Mpago onnuetsopstoT mambo ana nybamnkm CLUA 1 Bcero mmpa,
HO npeawecTBeHHMKamu Mepeca Mpago 6binum Tito Puente u Tito Rodriguez.

3onoTtas sapa Mambo Havanack ¢ 1952, korga Palladium Dance Hall ctan
NPUHUMaTb apTUCTOB, UrPAIOLLUX UCKIOUYNTENBHO MaMbo, KaK Hanpumep,
opkecTpbl TuTo MNysHTe, Pogpureca u MaumTo. CambiM FNaBHbIM MPU3HAKOM
aTOro cTuAA 6bina rpynna cakcopoHOB C NPOCTbIMU BUBPUPYIOLLMMM
MeNoAMAMM U MOLLHAA CeKLMA MeHbIX AYyX0BbIX C APKUM KPUYaLLUM
3ByYaHUeM.

ApceHuno Pogpurec B nepBble rofbl TBOPYECTBA MCNOIb30BaAN PUTMUYECKYIO
ocHoBY 13 bapabaHHol Tpagmunm Congo noa HassaHuem Diablo koTopas
npeasocxuuaet apdeKTbl, ncnonbayemoble Mepecom Mpago.

Opyroi HeobbIYHbIN 3PPEKT Mambo - 3TO PaKT, YTO BO/bLUYIO YACTb BPEMEHMH,
noka GpopTUNNAHO U AyX0BasA CEKLUMUA UTPaNn CUHKONLI, YAAPHUK U BacucT
urpanu 4x AoNbHbIM CBUHT BHe Knase. OgHa M3 ocobeHHocTell MaMbo - 3To
NNHKA baca.

TaKKe KaKk u Apyrue acnekTbl l'IaTVIHOBMepVIKaHCKOl\;I MY3bIKU, MPOUCXOXKOEHNE
mambo oyeHb CNOpPHO. CTnnb n3Ha4YaNbHO NOABUAICA HA Ky6e, a HbPO-l)‘IOpKCKMe
MY3bIKaHTbI, NY2PTOPUKAHCKNE NeBLUbl, AXXa30Bble apPaHXNPOBLWUNKN U OPKECTPbI
caenann ero U3SBeCTHbiIm Y NONynApPHbIM. Takune MY3bIKaHTbl KaK Mapmo Bayca n

constantly repeated. It first appeared in a piece with a danson structure under
the name of mambo composed by Orestes Lopez and his brother Orestes
Lopez, who a believed to be its creators.

They also added the conga drum to the old charanga instrumentation. The
conga tumbao together with the rhythmical bass part performance provided
the new style with a basement.

The Perez Prado brothers personify mambo for the public of the USA and of the
whole world, but their predecessors were Tito Puente and Tito Rodriguez.

The golden mambo era began in 1952, when Palladium Dance Hall began
accepting the musicians playing mambo exclusively, like the orchestras of Tito
Puentes, Rodriguez and Machito. The most important feature of the style was
the saxophone group with simple vibrating melodies, and a powerful brass wind
section with flamboyant flashy sounding.

In the first years of his creative work Arsenio Rodriguez used to employ a
rhythmic base from a Congolese tradition called Diablo which anticipated the
effects used by Perez Prado.

One of the peculiarities of mambo is the bass line.

As in the case of some other aspects of Latin American music, the origin of
mambo is extremely questionable. The style first appeared in Cuba and New-
York musicians, Puerto-Rican singers, jazz arrangers and orchestras made it
well-known and popular. Musicians like Mario Bausa and Arturo, Chico O’Farrill
played an important role in it, as well as Pantaleon and Damaso Perez Prado.

In the 1950-ies Latin American music changed its route and achieved great
popularity at the beginning of the decade mainly due to the Perez Prado
brothers.




ApTypo, Ynko O’dPapwun cbirpanm B STOM BaXKHYH POJib, TaK e Kak M MNaHTaneoH
n Oamaco MNepec MNpago.

B 50-e rogbl 1aTMHOAMepPMKAHCKaA My3blKa NOMEHANA CBOW KypcC M J0CTUINA
60/1bLWONM NONYAAPHOCTU B Havasle AeCcATUNETMA BO MHOrOM Baarogapsa 6patbam
Mepec MNpago.

MuanucT Jamaco nepeexan B MeKcuky. MNaHTaneoH, 6acucr, yalle e3ann B
Espony v AinoHuto. [JBa pa3HbIX OPKeCTpa U My3blKaHTa Oblan 06befeHeHbl
O[HOM MUCCUEN: OHM BblAM Nocnamm mambo. O6a bbbl My3blKabHbIMMK
reHUsMM C HeobbIYaNHbIM TalAHTOM M OPUTMHA/IbHOCTLIO.

B 1951 opkecTp MNepeca Mpago caenan Typ no 3anagHomy nobeperKblo ¢
MOLLHOW MeaHOM ceKumnen 6ur 6aHga Bmecte ¢ Tpybauom CteHa KeHToHa Pete
Candoli. B seHb npembepbl 6osiee Yem ABYXTbICAYHAA TO/NA BOPBaNach B
TaHUEeBabHbLIN canoH Zenda Ballroom B Jloc AHgxkenece. [1Be Heaenu cnycra B
CaH dpaHLMCKO Ha BOCKpeCHOM KoHuepTe cobpanoch ewe 6onblie ntoaen!
Pabotbl Cerezo Rosa, The peanut Vendor, Que Rico el Mambo, Mambo n.5,
Mambo n.8, Patricia, Historia de un Amor n mHorue gpyrue ctaam BCEMUPHO
M3BECTHbIMW XMTaMW. B cocTaB opKecTpa BXxogunum Takme Tpybaum, Kak Billy
Regys, Luis Valisan, Maynard Ferguson, Tony Facciuto, Ray Triscari, KoTopble
6b1/IM N3BECTHbI CBOMM LUMPOKMM LMaNa3oHOM.

6.12. Descarga v paHHWUI KYBUHCKUIA a3Ka3.

XOTA OHa He cYMTaeTca camocToATeNbHbIM cTuAeMm, la descarga cubana
NpPoIoXKWAa NyTb AN apTUCTOB, KOTOPble NOBUAN A)Ka3 TaK XKe CUAbHO, KaK
ropaume puTmbl Kybbl. OHUM co34anyT CTaHAAPTbl MHTEpNpeTaumm KybruHCKoro
OKaza.

Cpeau cambIX Ba’KHbIX apPTUCTOB 3TOTO CTU/IA MOXKHO OTMETUTb TaKUX
MY3bIKaHTOB, KaK ®paHK dImuamo ®amH u Megpo Xyctuc MapyumH(nmnaHucTbl),
MUcpasanb Nonec Kavao — bacucTt, 6apabaHwuk Bunbdppeno ae noc Peiec
dnerTncTbl Xoca ®axapao 1 Xunmo MNytbeppec v gpyrve. 3anucu sTux

Damaso, the pianist, moved to Mexico, while Pantaleon, the bassist, frequented
Europe and Japan. Their personal styles and their orchestras were quite
different, but their shared mission was to be the ambassadors of mambo. They
both were men of musical genius with unique originality.

In 1951 the orchestra of Perez Prado toured the Western Coast with a gorgeous
big band brass wind section together with Pete Candoli, the trumpeter of Stan
Kenton. On the premiere day a crowd of more than two thousand people forced
the entrance to Zenda Ballroom dance lounge in Los Angeles. Two weeks later
at a Sunday concert in San Francisco even more people got together!
Compositions like Cerezo Rosa, The peanut Vendor, Que Rico el Mambo,
Mambo n.5, Mambo no8, Patricia, Historia de un Amor and many others
became worldwide hits. Billy Regys, Luis Valisan, Maynard Ferguson, Tony
Facciuto, Ray Triscari, known for their wide diapason, played in the orchestra.

6.12 Descarga and the early Cuban jazz

Although it is not considered to be a style on its own, la descarga Cubana paved
the way for the artists who were as much in love with jazz as they were with the
hot rhythms of Cuba. They would create the standards of Cuban jazz
interpretation.

Among the most important musicians of the style such artists should be
singled out as pianists Frank Emilio Flynn and Pedro Justiz Peruchin, Israel
lopez Cachao, a bassist, Wilfredo de los Reyes, a drummer, Jose Fajardo and
Julio Gutierrez, flutists, and many others. The records of these musicians have
inspired whole generations of musicians.

Descarga is characterized by its simplicity. As a rule, it is the basic structural ides
which substitutes for the concept of the song form. The structure of the
descarga consists sometimes in a simple chord sequence or just one chord




MY3bIKaHTOB BLOXHOBW/IM MHOIO NMOKOJIEHUIT My3bIKaHTOB adppo-KybUHCKOM
MY3bIKM W MPOAONKALIOT 3TO A4eNaTb 40 CUX Nop.

[Jeckapry xapaktepmsyeT npoctoTta. Kak npaBuao, 3To OCHOBHAsA CTPYKTypHas
naes, KoTopas 3aMeHAeT KoHLenuuto neceHHon Gopmbl. B feckapre cTpyKTypa
WMHOrZa COCTOUT M3 NPOCTOM NOCAeA0BATE/IbHOCTU aKKOPAO0B UAM O4HOTO
aKKopZAa BHYTPU cneunduyeckoro puTmmyeckoro ctuas. Hanpmumep, mHorue
[EecKapru cocToAT U3 AOMUHAHTOBOM Nefasin NoBepx COH MOHTYHO, Kak,
Hanpumep, aeckapra Pa Gozar nepkyccmoHucta Apuctuaeca Coto, 6onblue
M3BECTHOrO Kak TaTa MN'ynHec. 3Ta geckapra bblna 3anMcaHa NMaHUCTOM
MepyuynHom B KoHLe 50-x Ha gucke The Incendiary Piano of Peruchin
(Palladium). OHa cocTtouT 13 nocnegoBateibHOCTH |-V Ha AOMUHAHTOBOM
nepanu D7.

ITa nbeca oTAnYaeTca 6on1ee CMHKONMPOBAHHOM NMHMel Baca, yem 06blYHaA
pUTMUYECKas Mogenb TYmbao, UTo eé BblaenneT U3 paga el nogobHbIX.
Mepy4ymH UCNONHAET A0BOJILHO NEPKYCCMOHHOE coslo popTennaHo. HecmoTps
Ha rapMOHMYECKYIO NPOCTOTY, PUTM, KOTOPbIM OH NO/Ib3YEeTCA B UMNPOBU3aL MM,
O0J/IKEeH HanOMHUTb MMaHUCTaM O NEPKYCCUBHOM XapakTepe adppo-KybUHCKoM
MY3bIKM.

[lBe n3BecTHble AecKapru Takxe Ha D7 oCHOBbIBAOTCA Ha KOPOTKUX
nosTopsatowmxca ¢urypax: Descarga Cubana, HanucaHHan O. Estivil, cTaBwas
nonynapHon 6narogaps Kayao n Gandinga Mondongo y Sandunga, HanucaHHas
dpaHKOM dImuano.

Tpaanuma geckapru npogonkunack B 60 1 70-e BHe Kybbl TakKumu apTucTamu
Kak Charlie Palmieriy Alegre all Stars, Noro Morales, Cachao, Fajardo u
APYrmMu.

B 90-e roabl geckapra nepeskuna BO3poxKaeHne BMecTe ¢ appo-KyBUHCKOM U
KapubCKo My3bIKOW.

13. KybuHCKUIA axkas.

within a specific rhythm style. A lot of descargas, for example, consist in a
dominant pedal above the son montuno, like Pa’ Gozar by the percussionist
Aristides Soto, better known as Tata Guinez. This descarga was recorded in the
end of the 1950-ies by the pianist Peruchin on the disc ‘The Incendiary Piano of
Peruchin (Palladium)’. It consists in the sequence II-V on the dominant pedal D7.

This piece is remarkable for its more syncopated bass line, as compared to the
common tumbao rhythm pattern, which makes it different from a number of
similar ones. Peruchin plays a rather percussion-like piano solo. In spite of its
harmonic simplicity, the rhythm he employs to improvise must remind the
pianists of the percussion character of Afro-Cuban music.

Two more known descargas on D7 too, are based on short repeated patterns.
They are Descarga Cubana, composed by O. Estivil, which became popular due
to Cachao, and Gandinga Mondongo y Sandunga, by Frank Emilio.

Descarga tradition was developed in 1960-70-ies by such artists as Charlie
Palmieri y Alegre all Stars, Noro Morales, Cachao, Fajardo and others.

In 1990-ies descarga was revived together with Afro-Cuban and Caribbean
music.

13.Cuban jazz

A memorable contribution in the evolution of the Cuban modern music was

made by Orquestra de Musica Moderna, where many musicians of the
international fame played.




3HauYuTeNbHbIV BKAag, B 3BO/IIOLMIO 3BOIOLMN COBPEMEHHOMN KyBUHCKOM
My3bikn BHEC OpkecTp CoBpemeHHon My3biku (Orquestra de Musica Moderna),
B COCTaB KOTOPOTo BXOAW/I0 MHOFO MYy3blKaHTOB- BUPTYO30B, AOCTUILLIUX
MeXAYyHapOoAHOro NPU3HaHKA.

Cpeam Hux ApTypo CaHgoBanb, MNakuto e Pusepa, dHpuke MNna, Kapnoc genb
MyapT1o, Kapnoc dmuano Mopanec n nMaHUCT, KOMNO3UTOP, PYKOBOAUTENb
opKecTpa Yy4yo Banbgec. 'pynna «Mpakepe» BHYTPU OpKecTpa
3KCMEepPUMEHTMPOBAJA C KOMOMHALUMEN NONYAAPHOM MY3bIKW M PUTYANbHOM
adppo-KyOUHCKOM My3bIKM, C CEBEPOAMEPUKAHCKMM AKA30M, C eBPOMNENCKOM
KNAaCcCUYECKON MY3bIKOM M APYTMMU SNEMEHTAMMU.

lpynna Los Van Van npo/ioXKuia HOBbIN NyTb B Pa3BUTUN COBPEMEHHOW
My3blkn Kybbl. Umnposusaumm Banbaeca Ha dopTennmaHo HaNnOMMUHAIOT CTUAM
ApTta Teintyma, Ockapa MNutepcoHa n MkKos TaliHepa. Ero paboTta Kak
WHCTPYMEHTOBLUMKA W apaHXMPOBLLMKA MPUHECSA eMY He TOJIbKO
MeXAyHapoaHoe nNpusHaHue, HO TakXKe npemuto 'pemmun 1973 roaa.
Brnepsble B UCTOPUM 3TA NPECTUKHAsA Npemua Obina BbiAaHa KybMHCKOMY
KO/INEKTMBY.

LpyrMm NMoHepom CoOBpeMeHHOTo KyBMHCKOro AyKa3a bbin MOKOWHbIMA MMaHUCT
dmunnaHo CanbBagop, Ybm PaboTbl COXPAHWUIM YHUKANBHOCTb U
OPUTMHANbHOCTb, HECMOTPSA Ha 3MOXY, 418 KOTOPOK BblNI0 XapaKTepHO TaKoe
60/blUOE KOoNMYecTBo MMUTaLMn. OH cam cumuTan ceba cmecbto TenoHMyca
MoHKa u MNepeca Mpago, HO 4NA MHOTUX ero My3blKa Bcerga byaer nyywen
6naropapna ero NnoMckam B 061acT rapMoOHUN U PUTMUYECKOTO pasHoobpasus.

TaK Kak aApPTUCTDbI KY6VIHCKOFO AXa3a He O0/1XKHbl 6blnM oTBEYaTL 3anpocam
TOJIbKO TaHu,yrou.l,eﬁ I'IY6J'IMKM, Y HUX 6b110 MHOTO CBO6OLI,bI B CMbICNhe
PUTMUNYECKUX CTMﬂEl)‘I, KOTOpble OHN UCnob3oBanwn.

Banbpec ,9MUANAHO N Apyrmne otkpbiBa/iM BOSMOXHOCTU HEYETHbLIX pa3mMmepos,
pa3BuBan naer Co3gaHnAa puTMmnuYeCcKnx MO,EI,EI'IEVI MOHTYHO B HEYETHbIX

Among them were Arturo Sandoval, Paquto de Rivera, Enrique Pla, Carlos del
Puerto, Carlos Emilio Moralez and the pianist, composer and conductor Chucho
Valdez. Iraquere group inside the orchestra experimented combining popular
music with ritual Afro-Cuban music, North American jazz, the European classical
music and other elements.

Los Van Van group paved a new way in the development of the modern music
in Cuba. The piano improvisations by Valdez resemble the styles of Art Tatum,
Oscar Peterson and McCoy Tyner. His work as an instrumentalist and an
arranger brought him not just the international recognition, but also the
Grammy Prize of 1973. For the first time in history this prestigious prize was
awarded to a Cuban group.

Another pioneer of Cuban jazz was the late pianist Emiliano Salvador, whose
original compositions stay unique in spite of the epoch characterized by a great
number of imitations. He believed he was a mixture of Thelonius Monk and
Perez Prado, but for many his music will always be the best due to his search in
the field of harmony and the rhythm versatility.

As the artists of the Cuban jazz were not limited by the tastes of the dancing
public, they had a lot of freedom as for the rhythm styles they made use of.

Valdez, Emiliano and the rest discovered the possibilities of the odd measures,
fostering the idea of montuno rhythm patterns in uneven measures.

Here the basic, but by far not all the styles of the Cuban music have been
enumerated, and they are rather umpteen. For instance, rumba, apart from
guaguanco, has two more variants, called yambu and Colombia. There are many
folklore genres, like mosambique, and others. Besides, there are some variants




pa3smepax.

Al NnepeYncann oCHOBHbIE, HO JANeKO He BCE CTUAN KYBUHCKOWM MY3bIKM, @ OHU
[0BOJIbHO MHOTOYMCNEHHbI. TaK, Hanpumep, y pymbbl, Kpome ryaryHako, ecTb
ele Be PasHOBUAHOCTU : AMBY 1 Konombusa. CylLecTByeT MHOTO GONbKAOPHbIX
YKaHPOB, TaKMX KaK M0o3ambuke 1 gpyrue. NMomMUMO 3TOro, ecTb elle CTUeBble
pa3HOBMAHOCTM NECEHHOTO XaHpa, Takue Kak GUAMH, UAK TPOBA, U T.A4,.

A CTapanca onnpaTtbCA Ha Te CTU/IN, KOTOPble Hanbosee YacTo MCNONb3YHOTCA B
KCNEePUMEHTAX C AXKa30M, XOTA rPaHULbl 3TUX IKCNEPUMEHTOB O4Y€Hb
OTHOCUTE/IbHbI.

7. LlatinJazz
7.1 NMoHATME 0 NaTUHOAMEPMKAHCKOM AKa3ze

OyeBUZHO, YTO NAaTUHOAMEPUKAHCKAA My3blKa NpeAHa3HayeHa He TObKO AN
TaHLLOPOB, 0OCOBEHHO €€ MHCTPYMeHTaNbHble GopMbl. XOTA GeHOMEH CanbCbl
OCTaB/AET BNeyaTaeHne, YTo TaHel, - 3TO ee OCHOBHOM 3/1eMeHT, eCTb pasHble
NPWYUHbI, NO KOTOPbIM adpo-KapMbCKan My3blKka TaKKe oL eHnBaeTcs
caywaTensamu.

C anoxu partalima 6bina CBA3b MeXAY CEBEPOaMEPUKAHCKUM AXKa30M U
KapubcKoli My3blKo U, cieaya Tpaguumm Ky-6ona, 6b110 MHOTO apTUCTOB,
KOTOpble Nepeceknn rpaHunLbl My3blKaNbHOW KaTeropmsaumMm Ha Nyt K 6onee
KpeaTMBHbIM TEPPUTOPUAM.

OT yKe YyNOMAHYTbIX MMOHepoB appo-KyBMHCKOro AyKasa, TakMx Kak MauuTo,
bayca, O'®apun 1 8o Apyrux NPU3HaHHbIX apTUCTOB, KakK dxKopK WnpwuHr, Kon
Oxelpep, MoHro CaHtamapus ,Willie Bobo, Clare Fisher, Francisco Aguabella n
MHOrMe apyrue, XaHp JlaTuH ka3 npeacrasnset coboli BeNIMKOEnHy cMmecb
KapubCKol M ceBepoaMepUKaHCKOM My3bIKU.

MycTb HEMHOTO NOTECHEHHbIW B 70-e rogbl CanbCoi , NaTUHOAMEPUKAHCKUA

of the song genre of the same style, like filin, or trova, etc.

The major attention has been given to the styles which are the most frequently
used in the experiments with jazz, yet the limits of such experiments might be
quite relative.

7. Llatinjazz
7.1The notion of Latin American jazz

Obviously, Latin American music is not for dancing exclusively, its instrumental
forms in particular. Although the salsa phenomenon makes believe that dance is
its major destiny, there are a number of reasons for it to be appreciated by
listeners.

Since the very ragtime epoch there has been some interconnection between
North American jazz and Caribbean music, and a lot of musicians following the
cu-bop tradition, crossed the boundaries of music categorization on their way
to some more creative territories.

From the pioneers of the Afro-Cuban jazz like Machito, Bausa, O’Farrill ,who
have been spoken about here, till other renown artists like George Shearing,
Coal Jader, Mongo Santamaria, Clare Fisher, Francisco Aguabella and a number
of others, the genre of Latin jazz is a fabulous merge of Caribbean and North
American music.

Yet a little displaced by salsa in the 1970-ies, Latin American jazz has always
been present in the repertoire of the orchestras, and recently it has attained a
new level of popularity.

The boundaries which used to separate salsa and Latin American jazz in dance
music and music for listening have disappeared, and people all over the world
appreciate both the genres much more.




AXa3 Bcerga npucyTtctesoBasn B peneptyape OPKeCTpOB, a B NnocsiegHee BpemMAa
OH BbILLEN HA HOBbIM YPOBEHb NONYNAPHOCTHW.

rpaHMLI,bI, KOTOpbI€ paHbLle pa3genann caabCy u ﬂaTMHOBMepMKaHCKMVI Axas
Ha TaHUEBA/IbHYIO MY3bIKY U MY3blKY ONA CAyllaHUA, 6bICTpO ncyesnn, n
I'IY6IIVIKa BO BCEM MMPE NPU3HaANA N OUEHUNA oba XaHpa euwe bosblue.

7.2 TapMOHUYECKNE NPUBIUIKEHUS.

Ecnm noctapatbea AeHTMOMLMPOBATb TO, YTO OTANYAET NaTUHOAMEPUKAHCKUIA
[Ka3 OT CaNbCbl, TO 3aMETUM, YTO OH 6bIBaeT B OCHOBHOM MHCTPYMEHTA/IbHbIM
n 6onee cBOHGOAHBLIM PUTMUYECKM U FAPMOHMYECKU. B TOo Bpemsa Kak oba umetot
OAMHAKOBYIO PUTMUYECKYIO CTPYKTYPY, TaTUHOAMEPUKAHCKUIA AyKa3 cMor
PacnpoCTPaHUTLCA U BKNOYUTL B CEHS CTUAN CO CNOXKHBIMWU pasmepamm u
NO3KCNepUMeHTUPOBaTb C pa3Hoobpasnem pUTMOB U MyIbCaLLUI, YTO HE OYEHb
noaxogsiiee ABAeHUEe A4Na TaHLyloWen Ny6AnKK, U 0TAANUTLCA OT
TPaAUUMOHHOW rapMOHUKN U AMATOHUKM, OBbIYHO aCCOLUNPYEMOI C
TaHLLEeBaIbHOW MY3bIKOM.

ITO He 3HaYuT, YTo B caNbce HeT boraToli U pasHoobpasHol rapmoHun. CrnekTp
rapMOHMUI, Y}Ke pacliMPEHHbI B anoxy 6ubona, 6bia IorMyHbIM Bbibopom ann
MY3bIKaHTOB /1aTWH gyKa3a. Korga paclwimpunack rapMmoHuaA 4x)Kasa, 3T0 Xe
caenan naTMHOaMepPUKaHCKUIA )Kas, Npexae BCero B anoxy CAnAHMA. AKKopapbl
3anoIHANNCL TaKUM 06pa3om, YTobbl 060raTUTb 3By4aHME MOHTYHO.

B3rnsHem ele pas Ha NPOCTOe ronocoBeAeHMe nocaeaoBaTenbHocTu -V,
KoTopoli cnepyet 6onee No3aHANA Bepcua.

Kak BMAHO, akkopa Am7 npespawaeTtca B Am9 c gobaBneHMeM HOHbI, cO34aBan
WMHTepBaN Masiol CEKYHAbI BHYTPW akKopaa, U akkopa D7 npespalwaeTca B
akkopg D13, uTo coxpaHAeT UHTepBan cekKyHabl. Tenepb NpaBan pyka He MoXeT
Ay6MpoBaTh HUXKHIOK HOTY Ha OKTaBYy BBEPX.

Tenepb 0,06aBUM HEKOTOPbIE PACLIMPEHUA K MUHOPHOM nporpeccuu Il -V,

7.2 Harmonic approximation

If you try and highlight the features that differentiate Latin American jazz from
salsa, you'll notice it is mostly instrumental and has looser harmonies and
rhythms. They both have the same rhythm structure, but Latin American jazz
managed to expand and to absorb the styles with complex beats, experimenting
with a variety of rhythms and pulsations, which is not very convenient for
dancing, and to move away from the traditional harmony and diatonic,
commonly associated with dance music.

It does not mean salsa has no rich and diverse harmony. The harmony range,
which was widened in the epoch of bebop, became a logical choice for Latin jazz
musicians. When jazz harmony was widened, the same was done by Latin
American jazz, first of all, in the epoch of convergence. The chords were filled so
as to enrich the sound of montuno.

Let us look again at the voice conduct of the sequence II-V, followed by a later
version.

As one can easily see, Am7 chord turns into Amp with the addition of a nona,
creating a minor second within the chord, and D7 converts into D13 chord,
which preserves the second. Now your right hand cannot double the lower note
an octave up.

Now let us add some expansions of the minor progression Il-V to create Am9b5
chord followed by D7b9+5.

Let us apply these expansions in the montuno in the minor chord progression I-
V-I-1V in the cha-cha-cha style.

7.3 Rhythm approximations




yTobbl CO3AaTb akKkopa Am9b5, 3a KoTopbim cnegyet D7b9+5.

MPUMEHUM 3TN pacLIMPEHUA B MOHTYHO B aKKOPZOBOM NOCAeA0BaTE/IbHOCTU B
muHope lI- V -l -1V B cTune 4ya-ya-ya.

7.3 Putmunyeckme npubanxKeHums.

HaBepHoe, cambiM YacTbiM GeHOMEHOM, KOTOPbI MOMKHO BCTPETUTb BHYTPU
»KaHpa NaTUHCKOro AxKa3a, ABNAeTCA NaTUHU3aUMA U3BECTHbIX Nbec A¥Kasa, TO
eCTb, afanTauma Kakoro-HMbyab adppo-KapnbCcKoro puTma K A3Ka3oBoi nbece.

YacTto PUTMUYECKNE INNEMEHTDI TpaHCd)OpMMpyIOTCFI, Koraa BbinpaBaAeTcA
menogunyeckaa 1MHuA, yTOobbI HE BbINO CBUHIoBOCTH, Hanpumep, B BOCbMbIX.
Ewe BaxkHee TO, YTO menoaua TpaHCd)OpMMpyeTCFI, yTObbl OHA COoYeTaNach C
Knase.

MHoraga menoams MOXeT O0CTaTbCA TaKOM, KaK ecTb, 6e3 usmeHeHusn
PUTMUYECKOW CTPYKTYPbl, 0COBEHHO eC/v B HEW MHOTO BOCbMbIX. HO peako
KOr4a AKa30Bble NeCHWM MOXHO aganTUpoBaTh NoZ Knase 6e3 Toro, 4Tobbl
MEeHATb pUTM Menogmu. O4Ha U3 Tem, KOTOPas HYXKAAeTCA B U3YYEHUN, 3TO KaK
afanTMpoBaTb NecHIo Noj Knase.

Tem BpemeHeMm, 414 NMaHNCTa ABNAETCA BbI3OBOM UTPaTb MOHTYHO Ha 6osbluee
KOTN4YECTBO TUMNOB aKKOPAOB U elle BaXXHee - KaK caenartb nepexogbl POBHbIMU
B 6bICprIX nocnenoBaTesibHOCTAX aKKOpPAO0B.

OcHOBHOE NpaBuKAo B NOAXOAE NAaTUHCKOTO AXKa3a — 3To 0cBO6OXKAeHNe
NUaHMCTa OT HEOBXOAMMOCTHM B CTPOTOM MaHepe PUTMUYHO UrPaTb NOCTOAHHbIE
PUTMUYECKME MOLENN MOHTYHO. McXxoan 13 3Toro, My3blKaHT MOXKeT
YyyBCTBOBaTb ceba cBoboAHEE U UTPaTb, UCNONb3YA KOHUEMUMIo, KoTopan
KOMBUHMPYET OCHOBHbIE PUTMUYECKME MOLENN C 6osiee NEerKUM TUTIOM
aKKoMMaHeMmeHTa. TaK}Ke OYeHb BayKHO CO34aTb YeTKME CMEHbl r0/10COB, YTObbI
nepemeHbl aKKOPAOB He 3By4Yanu rpybo.

Inside the genre of Latin jazz, the most common phenomenon one might come
across is latinazation of famous jazz pieces, that is, adaptation of an Afro-
Caribbean rhythm to a jazz piece.

Rhythm elements are often transformed when the melody line gets
straightened, in eighths, for instance. Even more important is that the melody is
transformed to match the clave.

Sometimes the melody can stay as it is, without any change in the rhythm
structure, especially if there are many eighths. Nevertheless, cases when it is
possible to adapt a jazz melody to the clave without any rhythm change are
quite rare.

Meanwhile, it is a challenge for any pianist to play a montuno to a bigger
number of chords, and which is more important, to make transitions smooth in
fast chord sequences.

The basic rule in the Latin jazz approach is to liberate the pianist from the
necessity to play constant montuno rhythm models in a strict manner. Because
of this the pianist can feel free to play, following the concept combining the
basic rhythm models with a lighter accompaniment. It is important, too, to
create precise voice changes, so as chord changes would not sound coarse.

Before you choose a rhythm model or play block chords, analyze first the
harmony movement in the course of chord change, so as there were as little
movement and as few jumps between chords as possible. One should bear in
mind, that even if you are playing chords as blocks, you have to anticipate or
accentuate the chords according to the clave. In other words, you have to play
the chords at 4 or delineate the clave in a particular way.




Mepepn Tem, Kak BbIOpaTb KaKylo- TM60 pUTMUYECKYIO MOAENb UK UrpaTb 6A0K
aKKopabl, Npexae BCero, NpoaHaaMsmMpyinTe rapMoHUYeCcKoe ABUKEHME MO
Mepe U3MEHEHUS aKKOPAO0B, YTOObI BbIN0 KaK MOXKHO MeHbLUE ABUKEHUA U
MEHbLUE CKAYKOB MeKAy akKKopAamu. TakKe HYKHO MMETb BBMAY, UTO faxKe
€C/IM Bbl UTpaeTe akKopAbl BUAE 610K0B, HYKHO NPeABOCXULLATb UK
aKLEeHTUPOBATb aKKOPAbI, UCX04A U3 Knase. [pyrumun cioBamu, UMeeTcsa B BUAy
UrpaTb akKkopabl Ha 4-M UK OYepPUMBaATbL KNaBe onpeaeneHHbIM 06pa3om.

Cneayowmii npumep: KOMBUHUPYEM 3TU NPUBAUMKEHNA C MOMOLLbIO
nocnenoBaTeNbHOCTM aKKOPA0B B HbICTPOM TEMME, UMEA B BUAY BCE HAWW
MEeTOAbl: 3aMeHbl B PUTMUYECKUX MogeNAX U 610K akKkopaax, onepexeHune
aKKOpO0B U oYepyMBaHue Knase.

7.4 Kak urpatb Ha 6/8.

KaK Mbl y»Ke yNOMUHaNM, }KaHp JaTMHOAMEPUKAHCKOro A Kas3a BKAOYaeT B cebs
CTUAU C pa3HoOBpasnem pasmepoB C aKLLEHTOM Ha 6/8 n3-3a BAUAHUSA
adpuKaHcKoro ¢osibKkaopa.

B oT/nMume oT neceH gykasa Ha 4/4, KoTopble He Tak NPOCTO afanTUPYTCA K
KNaBe, A)Ka30Bble MefoAnn ropasfo ferdye aganTupyotca pasmepy 6/8 ns-3a
TOro, YTO YYBCTBO CBMHIa KOMBUHUPYETCA C TPUOJIbHBIM OLLYLLLEHUEM BOCbMbIX.

KoHeuyHo, NaTUHCKMI AKa3 He OrpaHMYMBAETCA TOIbKO afanTaument yxe
HAMMCaHHbIX Nbec K adpMKaHCKUM puTMam. Kpome aToro peHomeHa,
CyLLECTBYIOT afanTauumm GONbKAOPHbBIX MENOANI KaK OPUTUHANBHbIX
npousseaeHun.

[nsa nuaHncTa urpatb Ha 6/8 - 3TO TO e camoe, YTO UrPaTb aKKOMMNAHEMEHT K
[O)Ka30Boi 6annage, TONbKO HYXKHO 3TO Aenatb € 6oNblUel pUTMUYECKOM
TOYHOCTbIO U3-3a Knase 6/8.

an NUCMNOJTHEHUU MNMbeC Ha 6/8 NMMAaHUCT OO01XKEeH YepenoBaTb NpPoCTbie
TPUNO/IbHbIE d)pa3b|, KOTOpble BblAENAKOT K/1aBe.

Another example: combine these approximations by means of a chord
sequence in a fast tempo taking into consideration all the methods, like changes
in rhythm models and chord blocks, chord anticipation and clave delineation.

7.4 How to play at 6/8

As it has already been mentioned, the genre of Latin American jazz includes
some styles with diverse measures, the 6/8 being the most important of them
due to the influence of African folklore.

As opposed to the 4/4 jazz pieces which are not as easy to adapt to the clave as
one might think, jazz melodies are easier to adapt to 6/8 measure, as the swing
feeling combines with the triplet feeling of eighths.

It goes without saying Latin jazz is not just about the adaptation of some well-
known pieces to the African rhythms. There are folklore melodies adaptations
as original pieces as well.

For a pianist, playing at 6/8 is the same as playing the accompaniment to a jazz
ballad, but one has to do it with greater rhythm precision because of the 6/8
clave.

While performing 6/8 pieces, the pianist should alternate simple triplet phrases
which single out the clave.

One of the ways of modern playing at 6/8 uses the same accompaniment
concept: the above mentioned voice structure and rhythm variation.

Once again: there is neither the ready-made way nor any precise structure. It is




OauH 13 cnocobos 6osiee coBpemMeHHOM Urpbl Ha 6/8 Mcnonb3yeT Te Ke
KOHLENLMN aKKOMNAHEMEHTA: CTPYKTYpa roJIoCOB U pUTMUYECKAA BapuaLma
y)Ke yNoMsAHyTble.

EuLe pas: HeT HM cnocoba, HU TOYHOW CTPYKTYPbI. Peub AET 06 HTYNLMK 1,
KOHEYHO, BCe OTHOCUTE/IbHO OT MbeCbI K MNbece.

8.Knase

8.1TepmuH Knase.

TepMWH KNaBe MOXKET ynoTpebaaTbCs B TPEX 3HAUYEHUAX.

1. MIHCTPYMEHT Manoi NepKyccuu.

2. NOBTOPAIOLWAACA PUTMUYECKaa MOAeNb (MOXKeT 6biTb pa3sHOWN B 3aBUCUMOCTH
OT CTUAA U XKaHPa My3blKK)

3. KoHLenuusa, KoTopasa CyKUT 6a3oi ANA NPaBUAbHOW MHTepNpeTauumn appo-
KapubCKo My3bIKu.

CyLiecTByeT HECKOJIbKO PUTMUYECKUX MOLENEN KNaBe, KOTOpble
3BO/IIOLMOHNPOBAIN Ha NPOTAXKEHUN BPEMEHU. X KOPHU HaxoaAaTCA, Npexae
BCEro, Ha 3anagHom nobepexbe 1 B LleHTpanbHoOl Adpuke.

B /TaTMHCKOM AMepuKe cTpaHaMM, KOTOpble PasBUAM 3TU PUTMUYECKME MOLENM,
KaK B Pe/IMrMO3HOM, TaK U CBETCKOM My3biKe, ABnsatoTcsa Kyba n Bpasuaus.

8.2 OCHOBHbIE pUTMMYECKME MOLENN KNaBe.

B $ONbKNOPHbIX U NONYAAPHBIX CTUAAX KYOUHCKON My3bIKM €CTb Pa3/inyHble

all about the intuition depending on the piece.

8.The clave
8.1The term of the clave
The term clave can be used in three meanings:
- aminor percussion instrument

- arepeated rhythm model (might be different depending on the music
style and genre)

- abasic concept to interpret Afro-Caribbean music correctly

There are a number of clave rhythm models which have been evolving in the
course of time. Their roots are mostly on the west coast and in Central Africa.

In Latin America Cuba and Brazil developed these rhythm models both in the
religious and in the secular music.

8.2Basic clave rhythm patterns
In the Cuban folklore and popular music styles there are various rhythm models

which persisted and influenced other music cultures being absorbed by them.

There are also a great number of rhythm models which later evolved as rhythm
models similar to the clave. That is, these new rhythm models work as if they
were clave rhythm models within the styles they belong to.




pUTMHN4YeCKneE moaenn, KoOtTopble COXpaHUANCb U NOBANANN Ha Apyrue
MYy3blKaJ/ibHbl€ KynbTypbl U UX CTUAN NN 61K a4anTnpoBaHbl UMN.

Takxke cywecTeyeT 60/1blLIOE KONNYECTBO PUTMUNYECKUX MO[],e}'IEI‘/'I, KOTOpble
BnocneacTtsnn 3BOTIOLMOHUNPOBAIN KaK PUTMUNYECKNE MOoAe/TN, MOXOXKNE Ha
Knase. TO eCTb 3TU HOBble Moaenu pa6OTaIOT, KaK ecnin 6bl OHK Bbin
PUTMUYECKUMU MOOENAMU KNaBe BHYTPU CTM}'IEI\;I, K KOTOPbIM OHU OTHOCATCA.

8.3 KnaBe 6/8.

ITa pUTMMYECKan MOAENb OYEHb PacnpocTpaHeHa U NPOUCXOANT U3
adpUKaHCKOM CBALLEHHOMN My3bIKU. ITOT PUTM 0BbIYHO UTPatOT HA KamnaHa
(Cowbell).

OdT1a ABYX TaKTOBaA ¢pa3a vyauie urpaetca snepen, HO BaXXHO MOHMMATb, YTO
3TOT PUTM MOXKET 3By4aTb U B O6paTHOM HanpasaeHUN.

(Mpumep - 1-2)

CTnAKM Ha 6/8 He TUMWYHBI ANA NONYAAPHOM TaHLLEBAIbHOW MY3bIKM M YacTo
BCTpeyvatoTcs B GONbKAOPHBIX ¥KaHPax U B AXKa30BOM KOHTeKcTe. M3BecTHan
nbeca Afro Blue Mongo Santamaria - 3To npumep nbecbl Ha 6/8, KoTopas
AB/IAETCA afanTauuer puTyaabHON My3blkKM opyba. (TaK e, Kak Round
Midnight Ray Barretto)

8.4 KpecTtbsiHcKas KnaBse. (La Clave Campesina).
Cpeau 6onblioro pasHoobpasna KyBUHCKON My3biKM MOMKHO BCTPETUTb MHOTO

YKaHPOB MCMNAHCKOro NPOUCXOXKAEHMSA, TakMe Kak la musica campesina y la
Trova. KnaBe Kak MHCTPYMEHT U pUTMUYECKan Gurypaumsa npoHnKaa B 3Tn

cthnaun, co3gaBan 60/1blLIOE KONINYECTBO PUTMOB, UCNOJIb3YyEMbIX B aTomn MYy3blIKe.

Clave Campesina coaepuT puTMUYecKkme moaenm Ha 6/8 u 2/4.

(Mpumep — 3-4)

8.3 The 6/8 clave

This rhythm model is widely spread and originates from African sacred music.
This rhythm is usually played with the campana (Cowbell)

This two-beat phrase is more commonly played forward-wise, but it is
important to understand that this rhnythm cam sound backward-wise, too.

(Examples 1-2)

6/8 styles are not typical of the popular dance music, but they abound in
folklore genres and in the jazz context. The well-known Afro Blue Mongo
Santamaria is an example of a 6/8 piece which is an adaptation of Yoruba ritual
music (likeRound Midnight Ray Barretto).

8.4 Country clave (La Clave Campesina)

In the great diversity of Cuban music one can find numerous genres of the
Spanish origin, like la musica campesina and la Trova. Clave penetrated these
genres as an instrument and a rhythm figuration, giving rise to a large number
of rhythms. The Country Clave contains the 6/8 and 2/4 rhythm models.

(Examples 3-4)

This Cuban country music tradition is rooted in the Spanish country rhythms. As
a rule, this music is played with string instruments: the guitar, the laud, the tres,
etc. The most widely spread styles are criolla, el punto and la guajira, the last
being for sure the most widely known style in the world due to the song Guajira
Guantanamera by Joseito Fernandez .




3Ta TPagMLMA KPeCcTbAHCKOM My3blkM Ha Kybe BepeT cBoe Hayano B UCNaHCKUX
CeNbCKUX PUTMaAXxX MU UCMOJIHAETCA, KaK NPaBMJIO, Ha CTPYHHbIX MHCTPYMEHTax: Ha
rutape, naya unu Tpec u 1.4. Camble pacnpocTpaHeHHble CTUAM — KPUOoKa, a/b
NyHTO M na ryaxmpa. NocnenHunii, HaBepHoOe, CaMbll U3BECTHbIN B MUpPE CTUNb
bnarogapa necHe Joseito Fernandez Guajira Guantanamera.

B MyapTo-PuKO ecTb NoxoKan mysblKkasbHanA TpaguLumsa, KoTopan HasbliBaeTca
Musica Jibara, 1 BKAIOYAET LWMPOKMIA CNEKTP CTUAEN U MYy3blKanbHbIX GOPMaTOB.
Camoe WKMpOoKoe pacnpocTpaHeHue aToT CTUAb Npuobpen B popmaTte TPUO.

Bonbwe yem Kakas-nnbo gpyrasa cTpaHa, NMyapTo-Puko Bobpana B cebs
60/1bLLOE KONMYECTBO CTUNEN KYBMHCKOM My3biKM 1 Npeobpa3oBana UX TakKUM
06pa3oMm, YTO UX CYUMTALOT NY3IPTOPUKAHCKUMMU.

8.5 PUtm TaHro.

XOoTA 3TO He CoBCEM PUTMMYECKAnA MOLE/b KNaBe, pUTMuYecKas auelika
M3BECTHasA KaK PUTM TaHFO, Cbirpasia BaXKHYIO pPOJib B Pa3BUTUU MHOTUX CTUIEN U
PUTMOB. B My3blKe eBPOMNeicKoro NPonUCXoXaeHNa Ha NpoTAKeHMM XIX BeKa Ha
Kybe putmunuyeckas mogenb TaHro noasmnacb B ctune Contradanza criolla
Cubana (npoucxoasuwem ns esponerickoro Contredans) u nosxe B U3BECTHOW
AbaHepe. OTa puTMUYeckasa ¢purypauma BNocCAeACTBUM CTaHET YacTbio
pa3BMUTUA apPreHTUHCKOrO TaHro.

(Mpumep 5)

8.6 CMHKUMO.

[pyras BaskHaA pUTMUYECKan AYeliKa, CUHKUIA0, TaKXKe BO3HUKNA B KYBUHCKNX
afanTaumax eBponencKkoi My3blikKK. ITOT CUHKONUPOBAHHbIN PUTM U3 NATU HOT

TaKXe NponcxoanT OT KOHTPAaAHCa, KOTOprﬁ CoOePXUT MHOTO BAUAHUN ManTL.

CWHKUIMO No3Ke O6'beﬂ,VIHM}'ICFI CO cheaAyrWnMM TaKTOM, NPEBPATUBLLUCD B

In Puerto Rico there is a similar music tradition called Musica Jibara which has a
great number of styles and music formats. This tradition is mostly known in the
format of a trio.

Puerto Rico has assimilated more Cuban music styles than any other country,
transforming them in such a way that they are considered to be Puerto-Rican.

8.5 The tango rhythm

Although it is not quite a clave rhythm model, the rhythm cell known as tango
rhythm has played an important role in the development of numerous styles
and rhythms. In Cuba it appeared in the XIX century in the style of Contradanza
criolla Cubana (developed from the European Contredans), and then in
Habanera. This rhythm figuration would give rise to the Argentinian tango.

(Example 5)

8.6 Sinquillo
Another important rhythm cell called sinquillo appeared in the Cuban
adaptations of the European music, too. This syncopated 5 notes rhythm also
originates from Contredans, but was greatly affected by Haiti.
Later Sinquillo got united with the following beat turning into a two-beat phrase

which would become an important part of Cuban danson. Such a model is called
baqueteo and is played with timbales and guiro in the style of danson.

(Example 6)




OBYXTaKTOBYIO0 dpasy, KOTopas CTaHeT BaXHOM YacTbio KyBMHCKOro AaHCOHa.
ITa mojenb HasbiBaeTcA baqueteo M B OCHOBHOM UrpaeTcs Ha Tumbanec u
rympo B CTUNE [aHCOH.

(Mpumep 6)

JTa ¢ppasa, Kak 1 Bce MOAEeNN KNaBe, ABNAETCA A,BYXTaKTOBOM, B KOTOPOW
NepBblii TAKT CUAbHbIN @ BTOPOM cNabblit. ITO NocayXuno ¢yHaameHTom ans
TOro, 4Tobbl KNaBe NPeBPaTUIOCL B CTPYKTYPHbIN pecypc B adpo-KybUHCKOM
My3blKe. Mcxoaa U3 3TOro, MOXKHO CKasaTb, YTo 6aKeTeo UrpaeT posb
pUTMUYECKOW duUrypaunm Knaee.

8.7 Tpecwuito.

Ewe oaHa pUTMMUYECcKan ayeika, KoTopas Bo3HMKAa B XIX BeKe, Tpecuiio,
ABNAETCA He TO/IbKO LLeHTPanbHON GUrypoi B pasHbIX CTUAAX appPUKAHCKOM
MY3bIKM, HO TaK¥Ke BXOAMT B NEePBYHO YaCTb KNaBe CTUAS COH.

(Mpumep 7)

Tpecuino npeacTaBAseT cobol CUNbHbBIN TaKT B ABYXTAKTOBOW CTPYKTYPE K/iaBe
W, KPOME 3TOr0, BaXKHYH AYEMKY, Ha3blBaeMYLO KOHIa, KOTOpas COCTOUT U3
nocnegHux AByx HoT.

(Mpumep 8)
8.8 Knase B cTuie CoH.

N3 Bcex KYBUHCKUX CTUNEN COH - 3TO, CKOPEe BCEro, CamMblil BaXKHbIi
npeAwecTBeHHMK NonyAapHon appo-KyBUHCKOM My3bIKKM, KOTOPbI
npeacTaBaseT coboi cmelwleHne adpUKaHCKUX U UCMAHCKUX MHIPeaUEHTOB.
BHYTpM ero NoAMPUTMUYHOM CTPYKTYpPbI cyliecTByeT GyHAAMEHT ANA MHOMUX
KYBUHCKUX CTUEN, M CaMblM BaXKHbIM 3/1eMEHTOM ABAAETCA MOAEe/b KiaBe
COHa.

This phrase is two-beat in which the first beat is strong and the second one
weak, like all clave models. This fact laid the foundation for clave to become a
structural resource in Afro-Cuban music. Because of this one might say
baqueteo plays the role of the clave rhythm figuration.

8.7 Trecillo
Another rhythm cell which sprang in the XIX century, trecillo is not just the
central figure in various styles of African music, it is also a constituent part of
the son style clave.
(Example 7)
Trecillo is a strong beat in the two-beat clave structure and apart from that it is
an important cell called conga and consisting of the last two notes.
(Example 8)

8.8 Son style clave
Of all the Cuban styles son is probably the most important predecessor of the
popular Afro-Cuban music. It is a mixture of African and Spanish ingredients,

and inside its polyrhythm structure the basement of numerous Cuban styles
lies, whose most important element is son clave model.

(Example 9)

Its two-beat structure and anti-phone construction are the secret ingredients of
almost all Afro-Cuban music, and it determines the rhythm structure of the
models played by each instrument, and it affects the melodic and harmonic




(Mpumep 9)

Ee ABYXTaKTOBaA CTPYKTYpa M aHTUPOHHANA KOHCTPYKLMA CAYHKAT CEKPETHbIMM
WHrpeaneHTaMu NoYTH Bcei adppo-KybMHCKOM My3bIKK, YTO onpeaenseT
PUTMUYECKYIO CTPYKTYPY MoAeNen, UCNONHAEMbIX OTAENbHbIMU
WMHCTPYMEHTaMM. ITO TaKKe BAUAET Ha MeIOANYECKYIO M TaPMOHUYECKYIO
KOHCTPYKLMU. KnaBe coHa - 3T0, HaBepHoe, caMas pacnpocTpaHeHHasn
PUTMUYECKasA MOLENb B KOHTEKCTE NONYAAPHOMN My3bIKH.

(Mpumep 10.)

Kak Bce pUTMHN4YeCKnE moaenn, Knase CoOHa NCNoJIHAETCA B obounx
HanpasaeHUAX.

CywiecTBytoT NpaBuMAa 44 TOro, YTobbl onpesenvTb HanpasaeHue Knase. OHO
3aBUCUT OT YNC/1a YOAPOB, COAEPIKALLMXCA B KAXKAOM TaKTe ¢ppasbl. UTaK, Mbl
ncnosibayeM TEPMUH TPU-ABA, KOTAa KNaBe UrpaeTcs Bnepes, v ABa-TpK, Korga
KNnaBe UrpaeTtcs B 06paTHOM HanpasaeHUU. TaK e Mbl onpesensiem Kaxabli
TAKT ¢ppasbl KNaBe, UCXOAA U3 ErO COAEPKAHUA — TAKT TPEX M TaKT AByX. Camoe
BaYXHOE NpPO KNaBe - 3TO TO, YTO HYXKHO UMETL ee B BUAY KakK Lienoe
[BYXTAKTOBOE NOCTPOEHME, @ HE C TOYKWN 3peHMA ee HanpasaeHus. Ee cTpyKTypa
COCTOMUT N3 KOMBMHaALMM HaNpPsAKEeHUA U paspeLleHnA, U Korga MeHaeTcs
HanpaB/ieHMe, pUTMUYECKANA MOAESb CTAHOBUTCA paspeLleHnem c
nocaeaylowmMm HanpaxKeHnem ??? uam gea-Tpu.

3To He 3HauUT, YTo 0bpasyeTca HOBas pUTMUYECKan MOJeNb, Knase ocTaeTcs
npesKHel, HeBaXHO C Yero oHa HaunHaeTca. XoTA ee HanpaB/ieHMe onpeaenaer
bpasnpoBKy menoamu, Knase A0/KHaA CONOCTaBAATLCA C MeNoAMelN Kak enHoe
uenoe.

8.9 Knase pymbbi.

Ewe oaHa pPacnpocTpaHeHHaA pUTMHUYECKaAa MOoAe/ib K/1aBe — K/1aBe pyM6bl.

constructions. The son clave might be the most widely spread rhythm model in
the context of the popular music.

(Example 10)

Like all the rhythm models, the son clave is played in both directions.

There are some rules to find out the clave direction. It depends on the number
of strokes contained in each beat of the phrase. So, we use the term tree-two
when the clave is played forward and two-three when it is played backward. In
the same way we determine each beat of a clave phrase on the strength of its
content, whether it is a two beat or a three beat .The basic thing is you should
see it as a whole two beat construction irrespective of its direction. Its structure
consists of tension and release, and when the direction is changed, the rhythm
model becomes a release with a subsequent tension or 2-3.

It does not mean a new rhythm model is formed, the clave persists, it does not
matter what it begins with. Although its direction determines the melody
phrasing, the clave should be juxtaposed to the melody as a whole.

8.9 Rumba style clave
Another common clave rhythm model is the rumba clave. It popped up from the

Cuban rumba folklore and is widely used nowadays in the popular music. It is
performed both ways three-two and two-three.

(Example 11)




Bo3HMKNa M3 KyBUHCKOTO GONbKNOPa B KaHpe pymba 1 B Halle Bpems 4acTo
Mcnonb3yeTcsa B NONyAApHOM My3bike. OHa UcnonHaeTca B 06e CTOPOHbI TpU-ABa
W ABa-TPMU.

(Mpumep 11)

Pymba - 3TO NepKyCCMOHHO-BOKabHbIW XaHpP, B KOTOPbI/ BXOAMUT OYEHb
Ba*KHbIM KOMNOHEHT TaHua. OH pa3genseTtca Ha TPW PasHbIX CTUAA: AMba,
ryaryaHTko v konyméus.

CumnTaeTcs, YTo COBPEMEHHAnA KaaBe pymbbl NponsoLwia U3 pUTMUYECKOM
MoAeNu, KoTopas Bce eLle UCNo/b3yeTca A/1A TOro, YTobbl HayaTb HEKOTOpbIe
pymbbl, M UrpaeTca ABa pas3a nepej Tem, Kak nepeiTu K 06bluHOM PUTMUYECKO
mogenu. K aToi M3HayaNbHON PUTMUYECKOM MOLENN OTHOCUTCA KaBe
ryaryaHko.

(Mpumep 12).
8.10 dyHKumMsa Knase.

OAMH 13 caMbIX MHTEPECHbIX acMeKTOB, KOTOPbIN 3acNyXMUBaeT BHUMaHMUA BO
Bpemsa Urpbl adpo-KaprMbCKO My3bIKM - 3TO KOHLLENUMA HAXOXKAEHUA B KNaBe.

KnaBe no-pasHomy BAMAET Ha My3blKaJlbHYIO CTPYKTYPY M TaK»Ke co3gaeT
NleXKallmii B OCHOBE MHTPeaNEeHT, KOTOPbIN MOXKeT MOTMBUPOBATb K
MMMPOBM3aLMK. TaK Ke KaK U HEKOTopble My3blKa/ibHble KaHPbl UMEIOT CBOU
npaBuaa U PyKOBOACTBA, KOTOPbIEe ONPeAensioT UX CTPYKTYPY M Apyrue YyepThbl, B
adpo-KapnbCKoI My3blKe ecTb KnaBe.

BbiparkeHue «b6biTb B KNaBe» 3HAYMT, YTO BCE INEMEHTbI — PUTMUYECKME,
Menogmyeckme v rapMoHUYEcKUe - BHYTPU CTPYKTYPbl My3blKaibHOW
apaHKMPOBKM A0/IKHbI COOTHOCUTBLCA C KNaBe. Kpome Toro, BCsA CTPYKTypa
apaHKMPOBKMN HaxXo4MUTCA NoA BANAHUEM KNaBE, TaK e, KaK U BOSMOXKHOCTU
MMNpPOBM3aLnKN. KoHeYHo, Bce 3TU GpaKTopbl IMMUTUPYIOTCA MHANBUAYANbHOM

Rumba is a percussion-vocal genre with a very important dance component. It is
subdivided into three different styles: yambu, guaguanco and Columbia.

The modern rumba clave is believed to have sprung from the rhythm model still
used to begin some rumbas; it is played twice before changing for the common
rhythm model. The guaguanco clave belongs to this primary rhythm model.

(Example 12)

8.10 Clave function
One of the most interesting aspects worthy of attention while playing Afro-
Caribbean music is the concept of being in the clave.

Clave can affect the musical structure in many ways; besides, it creates the
basic ingredient which can motivate the performer to improvise. As any music
genre with its rules and regulations determining its structure and other
characteristic features, Afro- Cuban music has its clave.

Being in the clave means that all the elements within the structure of the
musical arrangement (rhythm, melodic and harmonic ones) should correspond
to the clave. Apart from that, the whole arrangement structure is under the
influence of clave, as well as the improvisation possibilities. It is obvious that all
these factors are limited by the individual interpretation, and one should bear
in mind that the music quality can never be sacrificed for the sake of the clave
impeccability.

To understand some basic principles of clave function in various styles of Afro-
Caribbean music, let us consider its peculiarities,that is its rhythm, melody and
harmony.




WHTepnpeTauunein, u Hy>KHO UMETb B BUAY, YTO Ka4yeCTBO My3blKM HUKOTAa He
[O,0/1I)KHO MPUHOCUTBLCA B XKepTBy “npaBuabHocTU” KiaBe.

YT06bl NOHATL HEKOTOPbIE 6a30Bble NPUHLMUMNLI GYHKLMM KNaBe B Pa3/IUUHbIX
CTUNAX adPO-KapnBCKOM My3blKM, PAaCCMOTPUM HEKoTopble cneunduyeckme
CTOPOHbI: PUTMUYECKYIO CTPYKTYPY, MENOAMUIO U FaPMOHUYECKYIO CTPYKTYPY.

TaK KaK 6o/iblias YacTb appo-Kapubckux ctunen npoucxoaat us Kybeoi,
CcPOKyCHpyemca Ha OTHOLIEHWW KNaBe K Pa3HbIM KOMMNOHEHTaM KyBUHCKoWM
MY3bIKM.

8.11 PutmmnyecKkasn cTpyKTtypa.

MoyYTK BCE OCHOBHbIE pUTMUYECKME Mmoaenn adpo-KyBUHCKOM My3blKke
MOAENMPYIOTCA KNaBe TeEM UAN MHbIM 06pa3om. Cpean orpoMHOro KoandyecTsa
PUTMUYECKUX MOAENEeN, CTUNEN U BULAOB MY3blKM CyLLecTBYeT obLiee NpaBuao o
TOM, Kak GOpPMUPYIOTCA PUTMUYECKUE MOLENN B COOTBETCTBUM C HanpaBieHUem
Knase.

MoapasymeBaeTca, YTo ABYXTaKTOBaA Gppasa aKLUEeHTUPYEeT CUIbHYIO A0/ B
TaKTe ABYX M CUHKOMY B TaKTe Tpex. 9TO MOXKHO NpoHabnoaath B
TPaAUUMOHHOW pUTMUYECKon mogenn ¢popTennaHo nos HasBaHMEM MOHTYHO,
KOTOpas NPoOMCXOAUT OT KYBUHCKOTo COHa U MHTEPNPETUPYETCA M3HAYaNbHO C
Tpex. Mbl BUAUM, 4TO ¢ppa3a MOHTYHO HaYMHAETCA B NEPBYIO L0110 NEPBOro
TaKTa W BTOPOW TaKT cogepKuT B cebe cMHKOMY. 3HaUuT, aTa Pppasa HaxoguTcA
Ha CTOPOHE KnaBe ABa-TpMu.

(Mpumep 13).

YT06bI CbirpaThb 3Ty Pppasy B HanpaBAeHUW Brepes — TPWU-4Ba, HYKHO U3MEHUTb
pUTMHUYECcKyto Gpasy M HayaTb C CUHKOMMPOBAHHOIO TaKTa.

(Mpumep 14).

As major Afro-Caribbean styles come from Cuba, let us focus our attention on
the clave relation to various components of Cuban music.

8.11 Rhythm structure

Almost all the main rhythm models of Afro-Cuban music are modeled by clave
in one way or other. The number of rhythm models, styles and types of music is
huge, but they all obey the overall rule to form rhythm models according to the
clave direction.

It is presupposed that a two beat phrase accentuates the downbeat in the beat
of two and the syncope in the beat of three. It can be traced in the traditional
piano rhythm model named montuno which is derived from the Cuban son and
is originally interpreted from three. We can see that the montuno phrase begins
at the first beat of the first measure and the second measure contains a
syncope. It means this phrase is at the two-tree clave side.

(Example 13)

To play this phrase in the forward direction three-two, one should change the
rhythm phrase and begin with the syncopated beat.

(Example 14)

There are numerous montuno rhythm models which are determined by the
style they are performed in, and by far not all of them have the said structure.
Basically, one can play a rhythm model of eighths in the form of arpeggio

without any syncope, as the clave would not affect it.

(Example 15)




EcTb o4eHb MHOrO PUTMHNYECKUX MO,CI,el]F_‘ﬁ MOHTYHO, KOTOpPble onpeaenAarTca
cthnem, B KOTOPOM OHU UCNONTHAKOTCA, U HE BCE MMEIOT YIMTOMAHYTYHO CTPYKTYpPY.
B nepByro o4epenb, MOXHO UTPaTb PUTMUYECKYIO MOAE/Tb TOJZIbKO U3 BOCbMbIX
B d)opme apnegxwumo 6e3 Kakon-nmMbo CUHKOMbI, Ha YTO HE NOB/INAET KNnaBe.

(Mpumep 15).

MOXHO cKasaTb, YTO 3TO HEﬁTpaﬂbHaﬂ pPUTMMNYeCKaa moaesib U MOXHO UTPaTb
KNnaBe c obeunx CTOpPOH.

Lpyrum nprmepom MoryT NOCAYKUTb caeayowme pUTMUYEcKMe Mogenu, B
KOTOPbIX HET aKL,EeHTa Ha CU/IbHYIO 40110, @ HA06OPOT aKLEHTUPYETCA CUHKONA.
3TN pUTMUYECKME MOAENMN COCTOAT U3 $ppas 13 04HOro TakTa BMECTO ABYX.

(Mpumep 16).

B ntore mbl moxKem npnaT K BbiIBOAY O TOM, KaK NpaBn/ibHO Urpatb MOHTYHO B
Knase.

Niobas ABYXTaKTOBAaA ¢pa3a nnn nocnenoBaTesibHOCTb aKKOpPA0B, KOTOpPaA
NCNONb3yeET OCHOBHYIO PUTMUNYECKYIO MOAe b, BblAENAET CUNbHYIO 000 B
TaKTe OBYX B K/1aB€ N CUHKONNPOBAHHAA YaCTb B TAaKTE TPEX K/1aBe.

Kpome Toro, ntob6as o4HOTAKTOBaA pUTMMYECKan Mogesb (KaK, Hanpumep, U3
BOCbMbIX M apneaXuno) KoTopble n3beratoT CUALHOM J,0N, MOTYT UFPaTbCA Ha
Ntoboi cTopoHe KiaBe.

TaK»Ke ecTb MHOTO PUTMUYECKNX MO,ﬂ,eﬂeﬁ MOHTYHO, KOTOpPbl€ OTZINYAIOTCA OT
YNOMAHYTbIX U HE MOTYT 6bITb KaTeropmsnpoBaHbl OANHAKOBO.

OyeHb BaXHO MMeTb B BUAY Apyrne MHCTPyMeHTbl, KOTOpble BXOOAT B COCTaB
chaM6l'IF|, N NOCMOTPETb, KaK KN1aBe B/INAET Ha BCE€ MHCTPYMEHTa/ibHble
pUTMHN4YeCKne moaenu.

One can say it is a neutral rhythm model, and one can play the clave from both
ends.

The following rhythm models exemplify this. The downbeat is not accentuated,
but on the contrary, the syncope is accentuated. These rhythm models consist
of one beat phrases instead of two.

(Example 16)

All things considered, one can come to the conclusion about how to play
montuno in the clave.

Any two measure phrase or a chord sequence which uses the basic rhythm
model emphasizes the downbeat in the measure of two and a syncopated part
in the measure of three clave.

Besides, any one beat rhythm model (like the one of eighths and an arpeggio)
which evades the downbeat can be played at any side of the clave.

There are also a huge number of montuno rhythm models which differ from the
above mentioned ones and cannot be categorized in a similar way.

It is important to take into account the rest of the instruments in the ensemble
and to see how the clave affects all the instrumental rhythm models.

Afro-Caribbean music is an ensemble music, that is why it is important for all
the instruments to play the clave correctly.

8.12 Melodic shape




Adpo-Kapmnbckas My3sblKa - 3To aHcambneBas My3blKa M MO3TOMY BayKHO YTObObI
BCE MHCTPYMEHTbI NPaBMUAbHO UrPaan C Knase.

8.12 Menopgunyeckas ¢opma.

OAMH M3 CaMbIX TOHKUX NPUMEPOB TOro, Kak Ks1aBe KOHTPOIMPYyeT pUutMmmnyeckoe
ABUNXKeHUe, HaxoaAnTCA BHYTPU KOHTEKCT menogun, rae, B O6LLI,GM, nPUMeHNMbI
Te XXe npaswuna.

KoHeuHo, menoauyeckne TMHUN He GYHKLMOHMPYIOT KaK OCTUHATHbIE GUTypbl.
ECTb HECKONIbKO GaKTOPOB, KOTOPbIE MOTYT ONpPeAenaTb HanpaBaeHMe Kiase B
MEenNoAMun, BKAOYAA YNOMAHYTbIN acneKT CUNbHOM 40N U CUHKOMbI -
aKUeHTyaumMa 04HOM YacTn pUTMUYECKON MOAEeNn KNaBe AN urpa A0C/N0BHO
dparmeHTa KnaBe, HaNpUmep, B KOHLUE Menoguyeckoit Gppassl.

(Mpumepsbl 17-18).

O6paTuTe BHUMaHMeE Ha TO, YTO NOCAeAHUI TaKT menoann GUrypbl ACHO
aKUEHTUPYET TaKT TpU KNaBe.

ElLe TOHbLLE BONPOC HanpaB/ieHUs KAaBe Mo OTHOLIEHUIO K CEpUM BOCbMbIX HOT
BO ¢ppase, Korga HeT akUEeHTa Ha KakoW-1nbo 13 TakToB ¢ppasbl. E4MHCTBEHHDIN
Nnpu3HakK eé HanpasaeHWa BO3HMKaeT, Koraa ¢ppasa 3aBepliaeTcs, Kak B
cneayowem npumepe, KoTopbli 4eMOHCTPUPYET MeNoANI0 U3 BOCbMbIX C
KOHLL,OM, NMOXOXMM Ha KNaBe.

(Mpumep 19).

8.13 NapmoHuMYecKan CTPYKTypa.

HaBepHoe, npoLie Bcero NoHATb PUTMUUYECKME acNeKTbl K/1aBe U ee QYHKLUUMK B
rapMmoHun. MOXKHO AaKe CKa3aTb, YTO He CyLLeCcTBYeT HeMpaBU/bHbIX HOT, eCTb

TOJIbKO HENpaBWJ/ibHble pVITMbI! EAVHCTBEHHOE orpaHn4yeHue B OTHOWEHUU
Knase n ero BIMAHNA Ha rapMmoHUYeCKoe gBUXXeHne BO3HUKAEeT BO BpemA

One of the subtlest examples of the clave controlling the rhythm movement is
inside the context melody where, in the long run, the same rules are applicable.

Doubtlessly, melodic lines won’t function like ostinato figures. There are a series
of factors to determine the clave direction in the melody, including the above
mentioned downbeat and syncope aspects, that is the accentuation of a part of
the clave rhythm model or the literal performance of a clave fragment, say, at
the end of the melodic phrase.

(Examples 17-18)

Pay attention to the fact that the last beat of the melody clearly accentuates the
three clave beat.

Even subtler is the subject of the clave direction related to the series of eighths
in a phrase lacking any accent at a phrase beat. The only sign of its direction
emerges when the phrase concludes, like in the following example, which
demonstrates a melody of eighths with an end similar to a clave.

(Example 19)
8.13 Harmonic structure

The clave rhythm aspects and its functioning in the harmony seem to be the
easiest to understand. | might even be claimed there are no wrong notes, but
there are wrong rhythms. The only limitation as far as the clave and its
influence are concerned appears during a certain chord sequence in the refrain
or the montuno in the song. The said sequence is I-IV-V-IV.

The traditional of the seventh in the chord is to resolve to tonic, and it coincides
with the three clave beat, which




onpeaefsieHHON NOC/AeA0BaTEIbHOCTU aKKOPAO0B B NPUNEBE UAM MOHTYHO B
necHe. TMMM akKKopAaMu ABAAETCA Nocne[0BaTeNbHOCTb I-IV-V -IV.

TpaAnuMOHHaA rapMmoHuyeckasa GYHKLUA CeNnTUMbI B aKKopAe - 3TO
pa3pellaTbca B TOHMKY, M 3TO COBNAAAET C TAKTOM TpeX K/aBe, KOTOpPbI
npeacTaBAseT HanpsKeHne B pPUTMUYECKON MOLENN U HEODXOAMMOCTb
pa3pelwunTb B TaKT ABYX KiaBe. B utore nporpeccua akkopaos I- IV- V- IV byger
B Hanpas/IEHUU KNaBe ABa-TpW.

Ecnun dppasa HauMHaeTcs ¢ LOMMHAHTOBOIO aKKopa,a TO B pesy/ibTate byaet
¢pasa Tpu-aBa. Apyrumm cnosamu, nocnegosatenbHoctb |-IV- V- IV He bygeT
WUrpaTbCsA Ha ABA-TPW a AO/IKHA HAYMHATLCA C LOMMHAHTOBOIO akKopAaa, YTobbl
6b1n0 TpU-aBa.

(Mpumep 20-21).

O6paTtuTe BHUMaHMUeE, YTO pUTMUYECKas CTPYKTypa oTandaeTcs oT 6a3oBoit
MOAENN U COAEPKUT aKLEeHT TaKTa TpU Knase. Kpome 3Toro, BTopas NnosioB1Ha
BTOPOrO TaKTa COAEPKUT aKKOpA pe MUHOPA Kak BapuaHT cy6a0MUHaHTbI [V,

8.14 KnaBe 1 BHe KnaBe.

BONbWWHCTBO UCMONHUTENEN U KOMNO3UTOPOB adpPO-KapUBCKOMN My3bIKK
3aBUCAT OT CNOCOBHOCTM MX KOANler NaaBaTb BO MHOXECTBE PUTMUYECKUX
CTUNEWN U U3MEHEHWIA B KNaBe, MHOTAA Ha NPOTAXKEHUM OLHOM apaHXKUPOBKU.

OnbITHBIA UCNONHUTEND A0/1KeH 3HAaTb C CaMoro Ha4asna Ka)Kﬂ,Ol‘/'I nbecbl, KAKOBO
Hanpas/ieHWe Knase, YyTObbI UrpaTb NPaBuIbHO CBOKO NAPTUIO. B nepsyto
oyepenb 3TO OTHOCUTCA K YA€HaM PUTM CEKUUUN, KOTOpPbIE UTPaloT OCTUHATHbIE

durypol.

ApaH)'KMpOBLLI,MK AO0/1KEeH YKa3aTb Hanpas/ieHUE K/1aBe B HOTAX, 3TO MOMOXeET
MY3bIKaHTaM n3bexaTtb COMHEHUI. B cny4dae, Korga 3Toro He ykasaHo, 3ap,aqe1‘/‘|
NUCNONHUTENA CTAHOBUTCA ONpeaeinTb, Kakoe HanpaB/sieHUe Knase 6y,a,eT nyyue

Represents some tension and the necessity to be consented to the two clave
beat. In the result the chord progression I-1V-V-IV will form in the direction of
the two-three clave.

If the phrase begins with a dominant chord, a two-tree phrase will result. In
other words, the I-IV-V-IV sequence will not be played at two-three and will
have to begin with a dominant chord, so as it would be three-two.

(Example 20-21)

Bear in mind that the rhythm structure is different from the basic one and
contains the accent of the three clave beat. Besides, the second half of the
second beat contains a D minor chord as a variant of the subdominant IV.

8.14 The clave and being out of the clave.

The majority of Afro-Caribbean music composers and performers depend on
their colleagues’ ability to float in numerous rhythm styles and clave changes,
sometimes within one and the same arrangement.

To play their part correctly, an experienced performer should know at the very
beginning of each piece what the clave direction is. It is most important for the
members of the rhythm section who play the ostinato figures.

The arranger should indicate the clave direction in the notes to help the
musicians to do without any doubts. In case it is not indicated, the performer’s
task is to determine the best clave direction to match the melody and to change
their accompaniment accordingly.

A practical way is to handle the melodic phrase in one direction and then in the
other to determine the necessary montuno phrasing.




C MEHOAMEVI, N MEHSTb CBOM aKKOMMaHEMEHT B COOTBETCTBMM C K/1aBe.

MPaKTUYHBIM METOA0M ABAAETCA 3aHMMATbCA Mesoaudeckon ¢ppasoli B 04HOM
HanpaB/IeHUM KNaBe M NOTOM B APYrOM, U TaK ONPeAennTb HYXKHYI0
bpasmMpoBKY MOHTYHO.

8.15 Y710 3HaUUT «ObITb BHE Knage»?

CyuwiecTByeT HECKO/IbKO TEPMUHOB, KOTOPbIE NCMO/b3YHTCA, YTO6bI onucaThb
COCTOAHUE He3a4au4IMBOro My3blKaHTa, NOTEPABLLEro Knase. ITO BblipaXKeHus
estar montado, atravesado o cruzado.

My3sbikoBeg IMUAno FpeHeT roBopuA, YTO Urpa BHE KAaBe Co34aeT Takoe
y»KacHoe HecooTBeTCTBUE MENOAUMN U PUTMA, YTO NH0SAM, MPUBBIKLIMM K 3TOW
My3blKe, 3TO HEBO3MOXKHO CNywWwaTb. ITOT peHOMEH BO3HUKAET, KOrga ogHa Uan
HECKONbKO OCTUHATHbIX pUryp Kak, Hanpumep 6aca, popTennaHo uam
NepKyccuu, UM Menoamsa He COOTBETCTBYIOT KaBe.

MoxeTt 6bITb, Ha4YnHaruwemy My3blKaHTY 3TO HE MOKaXXEeTCA TaKUM YK
CTpaWwHbIM, HO HY>XHO TOJ1bKO O6paTVITb BHMMaHWME Ha /L@ OMbITHbIX

MY3bIKQHTOB Ha CLLeHe.

Cnepgyowmii npumep NOMOXKET NPOUNNIOCTPUPOBATL, YTO NpeacTaBaseT coboin
3TOT peHOMEH.

(Mpumep 22).

He Bce Mmenogunn n pUTMbl Tak 1IErKO Pa3siINndnTb NO OTHOLWEHUIO K HAaNpaBa1Ee€HUO
Knase. [NlOHMMaHne npunxoanT TONbKO C ONbITOM.

8.16 Brincar la clave - «nepenpbIrHyTb Knase».

8.15 What is ‘being out of the clave’?

There are a number of terms to describe the state of a clumsy musician who has
lost his clave. These expressions are estar montado, atravesado o cruzado.

The musicologist Emilio Grenet used to say that playing out of the clave creates
such an awful discord between the melody and the rhythm, that people who
are accustomed to listening to such music cannot stand hearing that. Such a
phenomenon takes place when one or a few ostinato figures, like that of the
bass, the piano or the percussion, or the melody itself, do not match the clave.

It might not seem so awful to a beginner, but just look at the faces of
experienced musicians on the stage!

Next example demonstrates this phenomenon.

(Example 22)

Not all the melodies and rhythms are as easy to differentiate according to the
clave. Such understanding comes alongside with the experience.

8.16 Brincar la clave — to jump the clave

Generally, it is understandable that the clave direction is unchangeable and the
change occurs only when a phrase is inserted which consists of an odd number
of beats. In other words, in the song having phrases consisting of an even
number of beats and the clave direction of two-three, the said direction will
persist. But if a certain number of odd beats are inserted, then next phrase will
begin on the other side of the clave. As a result, the three beat will appear and




B 06Lem, NOHATHO, YTO HanpaB/ieHWe KNaBe OCTAaeTCsA HEM3MEHHbIM U YTO
noboe n3smeHeHUe HanpasaeHUA NPOUCXOANT TONIbKO TOTAa, KOT4a BCTaBASAETCS
¢dpasa, cocToAW,an U3 HeYETHOro KOIMYECTBa TaKTOB. Jpyrumun c1oBamu, B
necHe, Yba CTPYKTypa MMeeT B cebe ¢ppasbl, COCTOALME U3 YETHOTO KOIMYECTBA
TaKTOB M HanpaB/ieHWe KNaBe ABa-TPW, 3TO HanpaB/ieHue coxpaHutca. OgHaKo
€C/11 BCTaB/NAETCA HEKOTOPOE KOJIMYECTBO HEYETHbIX TAaKTOB, TO C/eaytoLLan
¢dpasa HayHeTcA Ha ApYrol CTOpPOHe KnaBe. B aTom c/iyyae TaKT Tpex, 4To
OTpa3snTCA B HOBOM HanpaB/ieHUN TpU-4Ba.

Bo3bmem, K Npumepy, 32 TAaKTOBYIO NECHIO C HanpaBJAeHWeM KNnaBe ABa-Tpw, 3a
KOTOpoOl cnepyer cierre (bpelik, 3aBepLualownii My3blkaabHOe NOCTPOEHUE) U3
Tpex TakToB U cneayowwan ¢ppasa n3 32 TaKTos.

MecHAa 32 TaKTa Knase 2-3
Cierre 3 TaKTa

HoBas yacTtb 32 TaKTa Knase 2-3
JTa HOBasA CeKUMs MeHAEeT HanpaB/ieHMe KNaBe Ha Tpu-4Ba.

970, KOHEYHO, OY€EHb 06LLI,Mﬁ npumep. B necHe Hanpas/eHUe KnaBe MOXET
MEHATbCA HECKOJIbKO pas. OCHOBHOV 3aKOH B TOM, yTOobbI KNaBe COXpPaHUNacb
NOCTOSIHHOM B CBOEM HanpaBaeHUN C MOMEHTA Ha4asia n yTObbI MYy3blKa/ibHble
¢pa3b| aganTnpoBasnCb K HEI‘;I, nrpaeTca putmmyeckaa mogenb Unn Het.

Ho MOKeT cnyunTbea U Apyras cUTyauma, Korga menoana uam Kakon-To cierre
CO34a€eT HY}KAY KNaBe «NepenpbirHyTby.

YTO 3HAUMT «NepenpbIrHyTb Knage»?

OTO OTHOCMKTCA K TOMY Cny4alo, KOrga BHe3anHO MeHAETCA HanpaB/eHUe KniaBe
KaK, Hanpunmep nNoBTOpPEHUE TaKTa TPU OBa pa3a noapAaa. 9T0 moKeT CNyuunTbCA,
Koraa noAasuTcAa I'IOTpE6HOCTb nonpaBuTb Ks1aBe No NpuinHam nepexona BO
Bpema nunun nocne cierre. Yacto 310 3aBUCUT OT MY3bIKa/IbHOIo 4yBscCTBa. OueHb

the new three-two direction.

Take, for instance, a 32 beat song with the two-three clave direction followed
by a cierre (a break concluding the musical construction) of three beats and a
phrase of 32 beats.

A 32 beat song, the two-three clave
A 3 beat cierre

A new 32 beat part, the two-three clave
This new section changes the clave direction to three-two.

Certainly, it is quite a general example. In a song, the clave direction can change
more than once. The main law is to maintain the clave direction from the
beginning and to match the musical phrases to it, notwithstanding whether the
rhythm model is played or not.

But there might be a different situation, when the melody or a cierre creates
the necessity to jump the clave.

What is ‘to jump the clave’?

It is about the case when the clave direction changes abruptly, like the
repetition of the three beat twice in a row. It may happen when there is a
necessity to correct the clave because of the transition during the cierre or after
it. It often depends on the musical feeling. In very rare cases it may happen
during the continuous melodic phrase. Most musicians have nothing against the
necessity to change the clave direction within the arrangement, but it is
unacceptable to play contrary to the clave.




peaKo 3TO MOXKeT BO3HUKHYTb BO BPeMA HEMPEPbIBHOM menoandyeckoi ¢ppasbl.
BONbWKWHCTBO MYy3bIKaHTOB BbIBalOT COrNACHbI C NOTPEBHOCTLIO U3MEHUTD
HanpaB/ieHWe KNaBe BHYTPU apaHXMPOBKM, HO HEAONYCTUMO UrpaTb NPOTUB
Knase.

8.17 KoHuenTyanbHble 0COBEHHOCTM KNaBe.

be3 coMHEeHUIA, MOXHO elle A0/T0 TOBOPUTb O TEXHUYECKOM CTOPOHE KNaBe, HO
LeNb 3TOM rNaBbl - 4aTb YNTATENIO HYXKHYI0 MHGOPMALMIO, ANS TOTO YTOObI
WMHTEePNPEeTUPOBaTb 3Ty My3bIKYy NPaBU/IbHO.

Kak ckaszan XyaH ®opmanb, ecTb 104N C MaHME NOCTOAHHO CNeanTb 3a KNnaBe.
OHuM pa3gparkaloTcs, Korga Knase HapyliaeTca. Hagetocb, 4To 3Ta rnasa
NOMOXKET NPOACHUTb YTO-TO O POJIU, KOTOPYIO UFPAET KNaBe BHYTPW CTPYKTYpPbI
adpo-KapMbCKO My3bIKu.

BONbWKWHCTBO MYy3bIKaHTOB COTNIACUTCSA, YTO K/NaBe - 3TO He TO/IbKO MeTpuyeckoe
COCTOSIHME, 3TO U onpeaeNeHHoe BUAEHME, KOHLEeNnuus. PUTMmMyeckan moaenb
KNaBe MHOrAa He BOCNPOU3BOAMUTCA B Nbece, Ho, 6e3 coMHeHUs, Bceraa
NPUCYTCTBYET KakK rma.

Koraa urpaewsb appo-KapmnbCKyto My3biKy, HY}KHO UMETb B BUAY HanpaB/ieHue
KNaBe U TO, KaK OHO BAMAET Ha BCE TeXHUYECKME acneKTbl Mbechbl, BNAOTb 40
MMMPOBU3aLUMK.

XOTA 3TO MOKEeT NOoKa3aTbCA HEYI0BUMbIM, HO My3bIKaHT A0/XKEH TONIbKO
NOCAYLATb W BblyYNTb HEKOTOPbIE MMMNPOBU3ALMU, CbiIrPaHHble 3HAMEHUTbIMU
MY3bIKaHTaMW 3TOTO }KaHpa. ELLE Nyylle 3anMcaThb CON0 KaK BaXKHOe
ynpa*kHeHue.

8.17 Conceptual peculiarities of the clave

Much more could be said about the technical aspects of the clave, but our
objective is to provide the reader with the information necessary to interpret
this music correctly.

Juan Formel said once that there are people crazy about following the clave.
They get irritated when the clave is broken. We hope this chapter will clear out
the role the clave plays in Afro-Caribbean music.

Most musicians are sure to agree that the clave is more than just a metric state;
it is a certain vision, a concept. Sometimes the clave rhythm pattern is not
reproduced in the piece; nevertheless, it is always present as a guide.

When you are playing Afro-Caribbean music, you have to bear in mind the clave
direction and to understand its influence upon all the technical aspects, up to
the improvisation.

Though it might seem intangible, the musician should listen to and learn some
improvisations by outstanding representatives of the genre. It could be better
even to transcribe them as an important exercise.

There are many ways to allude to the clave or to play the clave rhythm during
the improvisation, like quoting a fragment of a known melody; all in all you can
use the clave as an important source of creativity.

The clave should never bind the performer, on the contrary, it should inspire




EcTb MHOrO cnoco60B HaMEKHYTb Ha KJaBe WM CbirpaTb PUTM KJaBe BO BpeMSA
MMMPOBM3aLMKN KaK, Hanpumep, LUTUPOBaTb KaKoM-HNBYab pparmeHT
W3BECTHOW MeNoAuun U1, B 06LLEM, MUCNO/Ib30BaTb KaBe Kak BaXKHbI UCTOYHUK
TBOpYecTBa.

Knase HUKOrga He AO0N1XXHA OrpaHn4YmnBaTb UCNOJTHUTENA, A HaO60pOT, AO0N1XKHa
BAOOXHOBIATbL U MOTUBUNPOBATb.

9.3aKknto4veHune.

B aToi paboTe gaHa xapaKTepucTUKa ABAEHWUI appo-KyBUHCKOro n naTuH
[AKas3a, caenaH UCTOPUYECKUin 0630p CTUNEN, PacCKa3aHo O TNaBHbIX GuUrypax,
NOBAMABLINX HA UX Pa3BUTHE, AeTa/lbHO PACCMOTPEHbI CTUAU KYBUHCKOM
MY3bIKM, 3/1eMEHTbl KOTOPbIX Hanbosiee YacTo BCTPeYatoTcA B NaTUH AxKase.

Al TakxKe nocCTapasica NnpoaHaIn3npoBaTb OAHY U3 BaXKHbIX COCTaBAAKOLWNX
NAaTUHOAMEPUKAHCKOIo AXa3a, BOKPYr KOTOpOﬁ 4acCTO Bea4yTCA Ccnopbl 1
ANCKYCCUU — KOHLUENLU U0 Knase.

[ymato, 4To B flasibHelwem 3Ta paboTa NOCAYKUT Hayanom 6osee NoapPo6HOro
nccnenoBaHUA 3Toi My3blKkW. NOCKObKY KYBUHCKaA My3blKa - 3TO B NEPBYIO
ouyepenb aHcambieBan My3blKa, 3aCNyKMBAET OTAE/bHOIO PacCMOTPEHMA POb
KaXK[40ro MHCTPYMEHTa B Hel, ¢ bonee geTanbHbIM aHa/IM30M OCHOBHbIX
PUTMUYECKUX U TAPMOHMYECKMX MoZenelt (Kak MOHTYHO MKW NMHMK Baca ¢
0CO6EHHOCTM aKKOMNaHEeMEHTa, BCKO/1b3b 3aTPOHYTbIE 34eCh).

TaK e A0CTOMHbI UCCNef0BaHUA U Apyrue puTMbl JTaTUHCKOM AMEpPUKHM, Kak,
Hanpumep, 6omba u nneHa MyapTo-PUKO, YacTo ncnonbsyembie Murenem
3eHOHOM, UM ONbITbI C 6Pa3nAbCKOM My3biKoW Knayano PoguTtn. OueHb
MHTepecHa My3blKa [JMero YpKobl, KOTOPbIW UCNOIb3YeT TAaHIO Kak OTNPaBHYO
TOYKY CBOEro TBOPYECTBa, MM onbiTbl YaHo JomuHreca n Nepuko Cambuta ¢
dnameHKo, NoHcano Pybankabbl, KOTOPbIM B CBOEM TBOpYECTBE NpoLlen NyTb oT
adpo-KybUHCKOTO AXKasa A0 My3blKK nog BauaHuem Weather report u onbiTos ¢
TPAAUUMOHHBIMU KYBUHCKMMU TEMaMMU.

and motivate.
9.Conclusions

Here, some phenomena of Afro-Cuban and Latin jazz have been characterized;
the historic outline of the styles has been made, some major musicians have
been spoken about who influenced their development; the styles of Cuban
music whose elements are common in Latin jazz have been considered.

| have also made an attempt to analyze one of the important constituent parts
of Latin American jazz which causes arguments and debates, that is, the clave
concept.

| think in the future this music is going to be investigated in detail. As Cuban
music is ensemble music first and foremost, the role of each instrument is
worthy of consideration, with a detailed analysis of the basic rhythm and
harmony patterns (like montuno or bass lines with accompaniment peculiarities
briefly touched upon here).

Other Latin American rhythms, like the bomba y plena often used by Miguel
Zenon, or the experiments with Brazilian music by Claudio Roditti, are also
worthy of a detailed analysis. It is extremely interesting to listen to the music by
Diego Urcola who uses the tango as a starting point of his creative work; the
experiments of Chano Dominguez and Perico Sambeat with the flamenco, or
the work of Gonzalo Rubalcaba who has moved from Afro-Cuban jazz to the
Weather Report music and the experiments with the traditional Cuban themes.

Among the Cuban musicians of the younger generation Tony Martinez and his
Cuban Power, Pedrito Martinez, Alfredo Rodriguez etc. can be appreciated.
There are many more musicians who are making use of the possibilities given by
these two music cultures.




B HOBOM MOKONEHUMN KYBUHCKUX MY3bIKaHTOB 3aC/ly»KMBaeT BHUMaHUA TOHU
MapTuHec n ero Cuban power! MoHO Ha3BaTb eLLe MHOTO My3blKaHTOB,
NCMONb3YIOLLMX BO3MOMKHOCTU 3TUX A,BYX MY3bIKa/lbHbIX KY/NbTyp.

CoBpeMeHHasa My3blka MUMeeT TeHAEHUMIO K SKNEKTUYHOCTU U faxKe K
KOHBEpPreHuMn pasHblX cTuaei. NoasaaoTca BCce HOBble CNOCobbl CAUAHUA U
KOMBWMHMPOBAHMA My3blKM pPasHbIX KyAbTyp. J18 COBPEMEHHOIO My3blKaHTa
Ba*KHO OBNAZETb Kak MOXKHO 60/s1ee WNPOKUM apCeHasiom BblpasnuTebHbIX
CpeAcTB AN1A UCNO/b30BaHMA B CBOEM TBOPYECTBE, MO3ITOMY NoA06HbIe
nccnenoBaHUA NOTeHLMaNbHO NPeACTaBAAIOT 4OCTAaTOYHO 60bLWOW MHTEpeC
ANA cneunanuncTos.

The modern music tends to become eclectic and to converge the styles. New
ways arise to combine and merge the music of different cultures. It is important
for the musician nowadays to master the broadest arsenal of expressive means
to be used in the creative work; that is why such research might be of great
interest for professionals.
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