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Abstract

Salsa and Everyday Life: Music and Community
By
Robert Eric Siebert

Adviser: Professor |da Susser

Salsa is a musical form integrated into the fabric of Puerto Rican gnities throughout
the NY-NJ areas and beyond. | examine the production of Salsa iark&ld by working-class
Puerto Ricans and other Latinos and the ways in which it atfeetéves of the performers and
the community itself. | explicitly look at the local level sélsa, the unknown performers for
whom salsa is a way of life. Music is a significant feataf Puerto Rican and Latin American
communities and a marker of their ethnicity nearly as strertgeSpanish language. | examine
the history of salsa and how it has been connected to the riduresof Puerto Ricans on the
mainland United States. Using music as a window into the lamawnity, | am able to
examine a variety of issues: the usage of music as work; theonkst developed by the
musicians and how they relate to more general networks of bondingdrethe men who play
salsa; how salsa integrates multiple age groups whiléctexirthe interaction of different racial
groups; how salsa and other musical activities can provideaasssin social mobility; and how
gendered issues act out in the context of salsa including wayskich the men who perform
salsa may be using it to redefine machismo in a positiveneral explore the social interaction
among musicians through their rehearsals and performance. Thelamsisact as cultural

reproducers for their local communities and are able to perpethatracteristics that define
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what it means to be Puerto Rican. However, the reproduction of cutttine &cal level is a
collective act where the audience patrticipates in determining agpeects of Latino culture are
reinforced. The research ends with an examination of how PuertomsRaad Salsa are

represented in the larger music industry and the contradictionsedtar between the local and

(inter)national production and promotion of music.
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Chapter 1
Introduction

One of the single most distinguishing characteristics of thend.giopulation in the
United States is music. Migrants from Latin America haagedied with their musical tradition,
and music has thrived in the leisure and symbolic spaces of Laimmunities. Music is an
ethnic identifier for Latinos on a par with the Spanish langualis. Well of popular culture is
not dominated by white or black America in production or consumptiomredites a cultural
frame of reference in which white and black America i®lyafluent. Salsa is also a multi-
million dollar industry, active locally, nationally, and globally.

Music, an underused tool in anthropology, is embedded in the many culturas we
anthropologists study, but the integration of music into people’s biladly has been difficult to
assess Few studies capture the essence and realities of music aiwinaasivity. A dilemma
exists in using music as a means to understand culture. Our traggraphic methods dictate
that we speak the language of our informants, but musicians aspagk two languages: one
with words and another with music. If a person spends time studyngistory of a music or
how to play an instrument or a style, one has spent time leamicwntverse in music. This is
not participant-observation of how music is integrated into peoplely ldas because people
cannot live that daily life until they know the music. This processearning may provide
excellent research and add to the musicological literatursigméicant way, but it is limiting in

an anthropological sense, in an ethnographic sense. | came to anthygsbkbwell-trained and

1 Two exceptional ethnographies that do exam howsigrintegrates into people’s daily lives &eal Countryby
Aaron Fox (2004) anWake the Town and Tell the PeopleNorman C. Stolzoff (2000).
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experienced musician. Anthropology did not bring me to music; music broughtto
anthropology. My research begins with taking for granted the iattitcan play. Learning to
play was not a process that started when the research begamy Bkill did grow during my
investigation.

Having crossed the barrier of learning to be fluent in music nyaays ago, | will
explore some questions that most anthropologists cannot. What magrwalb®ut a population
by examining how the production of popular culture intersects thedivike people? What can
the musical genre known as Salsa tell us about working-clastoPRicans? What does the
complex marketplace of Latin popular music reveal about Latindseiruhited States? These
are the broadest questions | ask.

This is a study of local performance networks of Salsa waxde New Jersey, in the
near-by town of Belleville, NJ, and in Hudson County, NJ. These p&aeeslose to New York
City and consequently the musicians | worked with have networksetttahd into city. |
document the various places where Salsa intersects people’sivdaland examine how Salsa
shapes these lives. This research documents a working-class mopthatiugh its expressive
culture. A number of issues, therefore, must be considered.

Why Study Salsa at the Local Level?

Numerous books and papers have been written on Salsa. Many are lhstksyaimed
primarily at a general audience. Some are ethnomusicologcswn Caribbean music in New
York (Manuel, 1995), while others are studies that textually analgtsa lyrics (Aparicio 1998).
Some studies examine various recording companies, even locatlingcandustries (Waxer

2002). Research, focusing on Salsa in Colombia (Roman-Velazquez, 2002)Japan



(Hosokawa, 2002), examines this genre as a worldwide phenomenon. All of these shadies t
focus on well-known performers and compositions. But such well-known penfeind pieces
are exceptions: the extremely talented and/or the lucky ones.

In 1968 sociologist Frank Kofsky described the political-econatmiecture built around
the performance of jazz music. In this work, he devised a schepnesenting the levels in
which different musicians influenced the performance of Jazzfatous musicians who
influenced the performance of Jazz direGty) famous musicians who did not influence how
jazz was performédand 3) the “rank and file,” the unknowns, who imitated the first |laxell
who in turn spread the performance styles of jazz and reproduceditilval elements imparted
by jazz throughout networks at the local level (Kofsky, 1968, pp. 1852#3a, too, follows this
schema as, | suspect, do most forms of popular music.

Through my years as a jazz musician aa$erd, | have noticed something that Kofsky
omits: The unknowns will significantly outhumber those who become fanhoukeir role as
“rank and file,” the unknowns actually do more to reproduce cultueatioes embedded in
performance than the famous. By engaging in the local productioalsed Snd experiencing
how Salsa intersects the daily lives of musicians without thélgge of fame we see how the
rank and file defines Salsa.

Salsa is something beyond the readily accessible representahdnsstitutions of

2 By Kofsky’s account, these musicians are nedtlfaican-American. This long list includes nams&gch as
Coltrane, Parker, Davis, Gillespie, Monk, Blakeym&trong, and Fitzgerald. The list of white excepsi—RBill
Evans, Charlie Haden, Lenny Tristano—is relatisgrt.

3 These performers are overwhelmingly white: Be@mpdman, Glenn Miller, and Phil Woods. Their “whigss”
is not a statement on their abilities or quality.

4 Refer to the glossary for a definition of all noad and Latin terms. These terms will be italicizbe first time
they are used.



Latinos. Telemundo or Univision, the two most prominent Spanish languagesiten stations
in the United States, does not define Salsa. It is not RMM or Famiaof the best-known
recording labels of Salsa, or the mansions and fluid capitheda$uccessful. Salsa is also urban,
working class, and Latino. Its most prominent performers and conswareeioverwhelmingly
Puerto Rican. Salsa is nightclubs that smell of cigarettedbead It is performances that may
begin at midnight and end at four in the morning. It is long hourslegarsal and hanging out.
Salsa is men who play music because they love it and who Ilgtrieggarn enough money to
survive in the highly complicated world within and surrounding New YGitl. It is the women
who both support these men and consume the music as an affirmation of their own iddsaity. Sa
is also men and women who simply like to dance.

The objective of studying Salsa in Essex County, NJ, in Newarkeaarby Belleville,
and in Hudson County, NJ, is simple: to study popular culture from thenbatp. While this
approach is commonplace in many ethnographic studies, it is abgentie anthropological
discourse on music.

SalsaasWork

In order to consider Salsa as a window into the lives of urban Latinos, we rsustdve
away from the idea that Salsa is simply entertainmertiairit is text contained solely on CDs,
record albums, and printed lyric sheets. Admittedly, the latter perspextivech less dismissive
than the former, but both miss a crucial element of Salsa: Thermpance of Salsa is an
employment opportunity. Salsa is a source of work in the urban jokemdio view Salsa as
nothing more than entertainment undermines the income generated fsaraBalconsequently

devalues the labor involved in its production. To view Salsa as alsextiadervalues the labor



dedicated to creating this music. Beyond this, it also stripsaSudlits integration into people’s
daily lives. The production of Salsa facilitates other kinds of nasical relationships among its
performers and supporters. The work that Salsa provides can meddtbelp redefine
potentially detrimental cultural habits, suchnaagchismo.

To understand how Salsa interacts with daily life, | consideraSaswork in the sense
that it is a profession providing both a wage and a source of ideltisy.a prestigious job
potentially elevating the local status of any particulargrarér beyond that of his class position
or ethnic standing. The income generated from Salsa can be usediiety of ways, and |
examine these within the context of my research. Few salseros amoagktand file, however,
derive their income solely from the performance of Salsa. Tilceme is secondary and
supplemental but essential.

The income generated from the performance of Salsa malesadgpect of the informal
economy. The income is generated outside the realm of any raguladtitution and is largely
“cash only.” Some salseros use their money to support leisure behswatrsaas drinking and
drug use. Others circulate the money further into the informal egptmose the cash to pay for
car repairs or construction on their homes. However, while the ingenerated within the
informal economy, it may then be transferred to the formal econdhgysupplemental money
earned through performance sometimes buys groceries or pays an insufance bil

Many of the musicians with whom | have worked are working-class,are the
neighborhoods in which they live. The Salsero is more likely to be a daglaborer, fireman,
truck driver, or schoolteachers than a lawyer, doctor, or collegegs@mf Some musicians in my

research are the sons of doctors and lawyers. However, these ofessipnal jobs were held in



Latin America and not in the United States, illuminatingwloeking class nature of Salsa in the
Us.

In this research, | explored the various kinds of employment the ismsifound in
conjunction with their work as salsa musicians. Their jobs tended toubdane and diverse.
Salseros are classically working-class. One profession, hovegerars more often than others:
education. In my study, many of the men work as music educatorss etbek as elementary
schoolteachers. While teaching provides ample and predictable daykicff accommodate a
performance schedule, the skills that the men develop as emestailso tend to make them
better teachers. These schoolteachers come from working-blaslsgrounds, but they
themselves have entered the middle class through their musital BRése men often engage in
the reproduction of Puerto Rican and Latino culture for locabzetiences in the evening, while
these same men teach children during the day.

In the following pages | examine the idea of class mobility ajrgaisa musicians. In
chapter 7, we see educators have obtained a college education andnstgtgs beyond those
without degrees. This immediately assists in their class tyobMobility is also achieved
through consumption, with home ownership outside of Newark as a stromgrnadr this
mobility. An unexpected finding | encountered was that the musiaighdamilies—wives and
children—show a greater propensity for social mobility than thadeut families. It appears as
if the men without families are not as motivated to improve thatyusltheir day jobs because
they are not as responsible for providing for a family. While oftémstding to hold a day job,
the men without families make due without higher paying jobs ancefiponsibility that comes

with them. The lack of a demanding day job and even of a faimdwever, makes these



musicians available for more performances at the local levaghwinspires their hopes of
developing careers to national and international levels.

In order to understand Salsa as work, | examine where Salsafosnpesl. Salseros
operate within a variety of performance spaces. | detail tléskength in my research.
Performance is essential to maintain organized salsa bands. Sdhesefperformance spaces
are typical weddings, clubs, and dances while others are moielizeek It is here that work of
performance intersects with the reproduction of culture and ethnic identity.

One interesting aspect of Salsa is its use in political ifumet Politicians use Salsa as a
campaign tool and to generate associations of themselves thgthpeople in the local
neighborhood. Salsa can also be used to rally support for a commeungy 8alsa reinforces the
Latin-ness of a political issue or politician by its performance avanteelated to either.

Another important aspect of performance discussed in chapter 9 héoausicians and
the audience interact. Performance is where the actualiexperof Salsa occurs for non-
musicians. The audience places requirements on the band that affetttehowtural meanings
are reproduced. A feedback loop occurs between band and audiencelds mgtee recreation
of Salsa from performance to performance. The feedback wdl affect how other ethnically
defined forms of Latin popular music appear alongside Salsa. ninthis says much about how
different Latin ethnicities are able to share space with each other.

Ethnic Identity

As we will shall see, Salsa is not simply “Latin music$ #thnicity is often more

specific. It is strongly associated with two Latino ethnisifie the general New York City area:

Puerto Ricans and Cubans. Salsa is in direct continuity with nhtrsiddaions derived from both



Puerto Rico and Cuba throughout thd"2@ntury. | briefly explore this continuity, its history
and development, in my first chapter. Cubans held a more prominemt pmpular culture than
Puerto Ricans prior to the Cuban Revolution in 1959, and some argue tlaisSkls more
Cuban than it is Puerto Rican. In its folkloric roots, Salsa maybee a Cuban music, but
Puerto Ricans have developed and produced Salsa far more than aryabdtiteegroup. While
many other Latinos and non-Latinos consume Salsa, Puerto Ricangrbaiked Salsa with its
strongest and most continuous support both as musicians and audience.

Salsa musicians and dancers are from a variety of ethniattid® local level: Cubans,
Panamanians, Colombians, and Peruvians all perform Salsa. Whitelaokd Anglophone
Americans perform Salsa. Salsa will not be the primangicnat a specifically Mexican or
Colombian event, although it may be the primary music at a spahyifiCuban event. These
Cuban-community events are limited to the geographic areas aofiNhaFlorida and Hudson
County in NJ. More than likely, a Cuban event in Hudson County will inv®alsa or salsa-like
music such asimbafrom Cuba. However, Salsa is associated most with Puerto Ricans.

Salsa as an expression of Puerto Rican ethnicity is a theswen throughout my
research. Its contested role as a Cuban music is a secondagy dsewell. In this research, |
focus primarily on two Puerto Rican bandleaders and their overlappiwgrks in and around
Newark, NJ. | also include another “sometimes bandleader” of Culbaucigt from North
Bergen in Hudson County. While my focus is on the networks in NewarlkGubhan musicians
in Hudson County provide a source of competing views on Salsa and Latin popular culture.

The geographic demography of Latinos in New Jersey often iflates the ethnic

segregation of various Latino groups. Some neighborhoods are more DominiCatombian



than Puerto Rican, and there one will find more venuellé&engueor Cumbia—popular music
from the Dominican Republic and Colombia respectively—than thosgdisa. Often there will
be overlap in neighborhoods. Currently most Latino neighborhoods throughouterkay are
experiencing a rise in Mexican immigrants and consequently a rise in ienlsxican music.

Salsa music and its performance have a direct role in thgdawereproduction of Puerto
Rican and Latino culture as well as ethnic identity. To explugeitlea, | examine the aspects of
rehearsing Salsa and of actually performing it. Most bands terehéanse far more than they
perform. They do this until they gain enough performance opportundgienake frequent
rehearsing redundant. In rehearsal, decisions are made as t@lprediat salsa songs are
selected and how they are performed. As the rank-and—file’ssdte spread the work of the
innovators and the cultural codes contained within the music, thestécgsaare refined and
disseminated through rehearsal and performance. Choices, however, adlee about
performance in the rehearsal and, consequently, these decisiondhafeandwhat aspects of
“Puerto Rican-ness” and “Latino-ness” are passed on to the audience.

Gender, Family, and Kinship

Another major theme in my research concerns the ways in \#ailda is gendered. The
performers are overwhelmingly men. Women are largely absenttfremetworks of performers
for a variety of reasons. There are social norms that frown Uq@eame familiar interactions
between unrelated men and women that we find common among unrekated he absence of
women from the networks also stems from the ways in which teenage womersaagleasfrom
hanging around with groups of teenage men—specifically the kinds toitias teenage

musicians engage in when learning to play. Therefore, young women detribé opportunity



early in life to establish many fictive kin relationships with other mass; who are the basis for
any performer’s musical networks.

Women performers often have more limited roles than men. Women are more likely to b
singers than trombone players. Another role, which objectifies theemjois dancing alongside
the band. However, women are able to take on a variety of differiest in the production of
Salsa and are involved significantly in the journalistic rolesosuding the music, writing for
magazines, and working in forms of promotion and in management.

Salsa is a source of work that exists in public space. Perfoer@nSalsa, therefore,
allows men to dominate public space and engage in work activitiegamshty open to women.
Performance becomes a way for men to express themselves andhio the dominant gender.
In this way, they may act out machismo in a manner which is patgninthreatening to
women.

Machismo is more than simply the domination of women by men; rathera man’s
display of power and authority over other men. Dominating women isradéional way of
expressing this ideal. Performance of Salsa allows men toagisipbir musical skill and to
embrace the prestige that comes from performing. With trestlable as a cultural reproducer,
male prestige is further enhanced and respected. The perforreessithorities on cultural
knowledge that has direct ties to Puerto Rico or Cuba or elsewhémin America. This is
cultural knowledge usually unknown—or poorly known—to non-Latinos.

Within the context of a performance group, the men tend to treatnmtleea as equals.
Certainly some men are more experienced or skilled than othargroup. In this situation, the

men are more likely to help one another rather than try and flaeirt abvanced skill or
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knowledge. This camaraderie generates feelings of fictive kinshqm@itihhe men. Networks
emerge that cross generational lines, and the men eventuakg emething of a support
network for each other where advice can be given to younger merifeoatder generation and
vice versa.

Musicians are organized into networks that revolve either around #eseg$ of fictive
kin or around professional arrangements guided by contractual obligatioms\partant aspect
of Salsa is how these networks form and whom they exclude. Absent rfrost familial
networks are women and African-Americans. This has gendered and racial consgguenc

Gender does not exist in isolation. Gender is embedded in fafeilgnd it is in families
that gender practices are reinforced and passed down from one generation ta thieerfaxmily
is often the strongest motivating force in the salsero’s dome@rtds social mobility. My research
explores how family affects the salseros’ individual lives and thpeneral attitudes towards
women. It also examines how the salseros’ lives affect tlaenilies and relationships.
Performance and its role in acting out a redefined machismo medihtg$eof helplessness and
anomie that working-class men may encounter. Playing Saésansans by which the men are
able to validate their lives.

M ethodology

My main method of research was paticipant-observation as | sgfteand worked with
salsa bands. | informed the band members of my research and thenebnd act like a pianist
in a salsa band. | was a salsero for my research.

| actively rehearsed and performed with two bandleaders: Juan BedrDavid. The

two bands provided a steady flow of different musicians needed tod atédearsals or to
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participate in performances. With a third bandleader—Miguel—htspiene discussing our
experiences in the 1990s performing Salsa together. Overlap exmsted) dhe musicians in
these bands as it was common for musicians to work with multiphelldmders. Many
performers who had worked with Juan Pedro also worked with Miguel.

Participating in salsa bands went beyond rehearsing and perforihiaiso meant
becoming a part of the bandleaders’ everyday life. Togetherhared the ordinary activities of
friends and family: eating and drinking, celebrating succesk sapporting people through
difficult times. The bonds of friendship existed prior to my redeavith the bandleaders, but |
began to participate in the deeper connections came later through the research.

The bandleaders provided access to three different networks afianasalthough
overlap in these networks occurred. In total, | spoke to 67 musigiamsthree networks. In
many cases, the interviewing was informal. We had conversationsgdrghearsals and
performances and during the time spent simply hanging out. The adedieéhemselves were
subject to frequent interviews and members of Miguel’s networgarticular, were interviewed
in order to clarify events and stories | had heard prior to the research.

Most musicians would themselves instigate conversations withbmet dow to play
Salsa. They would tell me which pianists | should model mys#df,abr they would tell me
stories from the history of Salsa. | did not engage in actistiglying how to play Salsa with
anyone. While | told people | was writing about the lives of PuRitans in Newark through
Salsa, this often seemed to be interpreted as if | werengrai history book on Salsa.
Ethnography was a more foreign concept, while a book about music mame sense to

musicians. However, the discussions of how to play salsa and the loistbeymusic told to me
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by the musicians illuminated an interesting take on the developrheatsa. The informal oral
hisory of salsa emphasizes performers and patterns not ale@gnized with equal geight in
salsa's official documented history. This oral history is regtea my own historical description
of salsa in chapter two.

My association with Puerto Ricans and Latin music began wheasl guite young.
Growing up as a child in suburban New Jersey, my best friendiéyfaras from Puerto Rico
and Spain. | first experienced becoming fictive kin to Latinos wheasl! five years old. Later in
life, in my early twenties when | was a music student inJdwez Studies program at William
Paterson University in Wayne, NJ, | took lessons in how to play lpgino from the legendary
composer, arranger, and pianist, Chico Mendoza. | was a member sthibe’s “Latin Jazz
Ensemble” and we won awards and competitions and were given the oppddusiyne high
profile performances including one at the now defunct “VillageeGat Manhattan. | began
playing Salsa, Cumbia and Merengue professionally in 1990 whes twenty-three. When |
began my doctoral research at the CUNY graduate center, Ingedtito play Latin Jazz
frequently and became a regular performer with percussionist Raghaz | appeared on
Raphael's 2005 Grammy nominated CD, “Be-Bop Timba,” which included a camopos
wrote. My musical career brought me to my research with hsskilthat allowed me to bypass
the process of learning to play Salsa.

Finally, in order to keep up in conversations with the performerscabelter understand
the context of my research, | listened to music and | read thg mstory books on Salsa. The
norm for musicians is to refer to past recordings and performexsniversations. The onus was

on me to be familiar with the recordings of Héctor Lavoe, ®/illiolon, Tito Rodriguez, Marc
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Anthony, and others.
Organization

Beginning with a brief review of the history of Salsa, | explbow the music became
identified almost exclusively with Puerto Ricans. | place &alscontinuity with several trends
in Latin popular music that begin early in the"2@entury. | also use this chapter to discuss
changes in the Latin American population of the United Stateb@ndt affects Salsa and Latin
popular music. Like playing Salsa, this was not a new experi@naae, but became more in
depth during my investigation.

Chapters three through six deal with the everyday aspects divéiseof the salseros.
Chapter three describes the neighborhoods where | conduct mycheswad the three
bandleaders my research mainly involves: Juan Pedro, Miguel and Caapter four engages
the political economy of Salsa and discusses how it fits intsdleeros’ individual economic
situations and into the local informal economy. Chapter five exptbeekinds of networks that
organize the salseros. This allows for exploration into the oakttips between the men and the
ways in which some are excluded from the networks of Salsa. Chaptexamines family
relationships and some gender issues. Chapter seven engages aodistssxial mobility and
relates this process to the issues of family.

Chapters eight and nine work together to discuss the presentaatsaf Chapter eight
engages the idea of rehearsing Salsa while chapter nine disits\actual performance. These
chapters are important for the discussion of the reproduction ofoPR&ran culture. Chapter
eight also further engages relationships between the men wialgtec nine involves the

relationship between the performers and the audience.
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Finally | engage the current status of the music industry ancejiroduction of Latino
culture. Salsa has waned in popularity in the music industryt bahiinues to thrive at the local
level. Ethnic issues emerge here as the Latin music industmpdasd from New York City to
Miami, which has the symbolic effect of moving Salsa from the hah&slerto Ricans (in New
York) to the hands of Cubans (in Miami). This idea is a reflectiothef musicians on the
ground. However, the move has reawakened old debate: Is Salsa Ro@ntorRCuban? Or is it

simply from New York City?

Chapter 2
What is Salsa?

What is Salsa? Salsa is a post-World War Il genre of populaic mastemporaneous
with Rock and Roll, Hip-Hop, Country Western, and virtually any othpe tyf contemporary
popular music. Like the other genres, Salsa has its roots in tradhminsre-date World War II.
This music is also a form of Puerto Rican and Latino expressluge. It is Puerto Rican in the
same way that Hip-Hop is African-American: Both are dipsessociated with these respective
groups but are in no way limited to them. Salsa may be more CuaarPtkerto Rican in its
folkloric roots. As we shall see, the performers of Salsaaeevhelmingly Puerto Rican and
not Cuban. The audience that most significantly supports Salsarie Riean, at least among

working-class Latinos and at the local level.
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A major portion of the musicological history of Salsa can be draéeek to peoples of the
African Diaspora; nevertheless, Salsa follows a branch différent other modern genres of
popular music. We can trace a musical history of Hip-Hop or Rock Roll to the American
Jazz musical tradition, but these musical styles are clsapgrate from their ancestor. Salsa is
more stable in its musical continuity and perhaps it's betteotsider Salsa historically in
comparison to Jazz than to Hip-Hop. When Jazz first emerged, satihdpopular music in the
United States. While Jazz eventually diverged from dance miRkionbaand Mambe—early
forms of Latin popular music prominent in New York City, Puerto R&oaJ Cuba—developed
through the generations to become Salsa. Salsa never ceased toeébendsigcand never lost
local community support. Trends in Latin popular music change through timié&e much
North American popular music, rhythms and styles in Latin musid te be added to popular
music repertoire, not to replace older styles. Salsa is my ways the modern version of older
musical styles and, therefore, has remained as a dance mdgielevant to the majority of its
supporters through the decades. Even though Latin music has noedehtegreat concert halls
with Jazz, Salsa remains the Puerto Rican dance music. Jaapthr@snained a working-class
African-American dance music.

One reason for the loss of the local level of support for Jahatishe African-American
community had been larger than Latinos in the US for most of fﬁe@&ury. This has allowed
for more regional variation of musical forms. African-Americansic is sung in English, not
Spanish, so it is consumed at a much higher rate and by a wider variety of gnaupsf svhom
have claimed African-American music and reinterpreted it, witihers have contributed to it.

Time and changing tastes, therefore, have eroded working-class suppatfor Ja
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Salsa has not been reinterpreted to the same extent as J&zpRRlues. Salsa is a
current reinterpretation of the same rhythmic approaches as older Rieam and Cuban music,
which, in turn, makes Salsa’s musical lineage complex. Withinlittresge, we can begin to
understand where Salsa comes from and why it has survived for so long.

In this opening chapter, | want to explore three issues. Finstant to provide the
historical musicological context of the emergence of Salsarfsle | want to explore how Salsa
emerged in association with Puerto Ricans. The role of Cubansimdadular music and the
role of pan-Latinoism okatinodadare connected to this association. And third, | want to review
the top tier of Salsa performers who influence how the mugilayed. There are several books
on the history of Latin music available (Boggs, 1992; Fernandez, 200@dGE998 ; Leymarie,
2002; Roberts, 1979; Steward, 1999), but this chapter does not revisit kai$ dfigtory. My
research is a study focusing neither on the history of Salsgsrdevelopment; rather this study
uses Salsa as a vehicle to examine Puerto Rican communitieghern New Jersey. However,
| resent a limited history to contextualize the ethnographiecnmtion that follows this chapter.
The history presented here is limited.

Any discussion of Salsa immediately raises the questioraléa £uban or Puerto Rican
music? One may be inclined to say that it is both. One alsdomaylined to say that it is pan-
Latino music. It is also Cuban. It is also Puerto Rican. Thesarstats, however, ignore Salsa’s
American-Jewish connections. Likewise, there are Japanesebsalda, an extensive Salsa
industry in Colombia, African groups who play Salsa, and internatiof@thous salsa stars
from the Dominican Republic and Panama. Trying to define Salsa ethngallych like peeling

an onion. Layers upon layers can be removed, but in the end you wind up withgnaothi
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significance.

Salsa did not really exist before 1966 when Fania Records relezsedings that would
be known as Salsa. Apparently, the word comes into common usage in the th8udgh, it
certainly appears in songs in the 1930s and 1950s (Salazar, 2002, pp. 255-288). adazar
has suggested, “Salsa” is similar in use to the wamdcar (meaning “sugar” and implying
“sweet”) in a musical context (2002, p.256): A word musicians shout ouh \8bmething
musical sounds particularly good to them. To the ears and in mds¢ dfistory books, Salsa
begins in 1966 with Fania Records, and the first major wave of its popularity began in the 1970s

When Salsa hit its first peak in the early 1970s, many ofuitsesses and innovations
came from Fania Records, a record label based in New York Mastly Puerto Ricans from
New York performed this music. A number of my Cuban informants hatedsthat Salsa is
simply an older style of Cuban music known San. Although this is debated academically,
Susan Steward (1999, p.24) and Jorge Duany (2002, pp.80-83) suggest that Gaised from
Son, while ethnomusicologist Marisol Berrios-Miranda clearly diess how Salsa qualifies as
its own unique genre (2002, pp.23-45). Salsa does not emerge until after the establistiment of
US embargo on Cuba, which effectively cuts off the frequentferai$ information between
Cuba and the United States for two or more decades. Tdiissfaften lost in the discourse
surrounding Salsa. As stated before, the majority of the perferaieBalsa have been Puerto
Rican, but there have been notable exceptions. The audience that\hdsdpte greatest and
longest lasting support for Salsa has been the Puerto Rican comimthiton the Island and in
the United States. Here, too, there are many exceptions. Innitexl($tates, the Puerto Rican

community has principally been found in the New York City area.
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As a living art form, salsa is supported by multiple generations who continuously produce
new salsa recordings and who consume Salsa along with otherdbtragn popular music. Its
contested identity in some ways has a stronger relationship itatritdatino identity politics of
the late 1990s and early 2000s than to situations experienced in 19683rThe claims to
ethnic ownership of Salsa sometimes have to do with class issl&s.h8s not lost the support
among the Puerto Rican working class, and it remains vital today

But where does Salsa come from? And how did it come to gain its strong assocition wi

Puerto Ricans and New York City? The best way to answee tipgesstions is by looking at the
Puerto Rican, Cuban, and general Latino community of the greateiyk City area. This is
where my narrative begins.

Latin Popular Musicin New York City
The Spanish-American War, or The Spanish-American-Cuban Waisasaimetimes called, in
1898 essentially gave the United States de facto authority overoFRieo and significant
political-economic influence over Cuba (Pérez, 196iz, 1968, pp.23-25). This event was the
first great flexing of US muscle claimed in the Monroe Doefti Once Puerto Rico was
established as a commonwealth of the United States in 1917, Pueatts Riecame citizens of
the United States. Due to their proximity to the United Statdstlze relative ease of migration
between the US and the Caribbean, both Cubans and Puerto Ricans beganariteingnited

States. Cubans had been in New York for quite some time, even Jasepllet; writer, and

5 In contrast, American Jazz has largely lost isking-class African-American support. Consequetitlilas
become much more of a museum music with frequeribimeances at venues like Lincoln Center. Whilezjaz
musicians, such as Wynton Marsalis, continue téevarnd perform new music, few innovations in Jazao and
its meaning as a source of identity has fallerhéovwayside. Even the current jazz innovators ssdbasandra
Wilson, Steve Coleman, and Kenny Werner perfornmiatdle-class audiences and often in concert hahis.
“chitlin’ circuit” is gone.

6 First established on December 2, 1823, the Moduoxtrine declared that the European powers warton
further colonize the Americas. Any attempt wouldvilved as an act of aggression against the USitatbs.
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leader of the Cuban Independence Movement, lived here in exile ih88@s Cubans also
moved into Miami in small numbers, but the early migrants to Mmaete wealthier Cubans
establishing US-based businesses to work in conjunction with their ®alsad offices (Portes
& Stepick, 1993, pp.93-96). As Cuban and Puerto Rican migrants often caime tiStfor
employment’ the industrial Northeast of the United States provitwé potential work than the
resort areas of Miami.

In the earliest decades of the™@ntury, the Cuban and Puerto Rican populations were
relatively small. Nevertheless radio was promoting, changind, creating a body of popular
culture through music that was both a source of ethnic identity andaas of connection to
home countries and islands for workers far from their famifssRuth Glasser documented,
numerous songs emerged in the 1930s that celebrated Puerto Rico, ®refti@sa which
became an anthem of longing for the home island. The bands perfahmsegsongs in New
York City were actually comprised of both Cubans and Puerto Ricansshéreg of music
between Puerto Ricans and Cubans began a long time ago and wasa lmaited to Puerto
Ricans learning to play Cuban music (Glasser, 1995, pp.76-78,86,94-96).

At the same time, developments in Cuba were occurring in whichAtteeCuban
population assumed a more prominent role in the generation of music. Cuba had a stroalg musi
tradition dating into the I®century and Cuban composers of classical music, like Brazilian and
Argentine composers, produced a large body of work that requireblot@stras. Afro-Cubans
were fully involved in performing legitimate music by the 18300¢k&, 1997, pp.18-20).
Those who gained the technical proficiency to play in an orchesttang were more likely than

their European counterparts to be exposed to Afro-Cuban folkloric igagmctelebrating
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drumming. This rhythmic complexity influenced Puerto Rican mwglich had developed its
own African-derived, folkloric practices, known BeenaandBomba

The African influence on popular music is a major historicateie the development of
popular music throughout the Americas. During the early year$1€of26‘ century, French
tourists visiting Rio de Janeiro celebrated the performancédrofBrazilians, leading to the
development of the modei®amba(Vianna, 1999, pp.67-76). The family of one of the two
original jazz innovators, Jelly Roll Mortbncame from Haifi The development of popular
music in the Americas parallels the acceptance of Afro##cae and African diasporic cultural
practices and their influence.

The influence of the Latin American musical ideas was spreadighrthe new mass
media of the time. In the early years of mass radio, US awiezansumed all sorts of Latin
music: Carmen Miranda, Xavier Cugat, Mario Bauza, and Machito. American cersposked
to the Latin nations as a source of folkloric inspiration. Duringl®@0s, the focus was on the
perceived centers of music in Latin America: Brazil, ArgemtiMexico, and CulaThese areas
were distinct, but as a result of early forms of marketinglabeling, Puerto Rican music was
subsumed into the Cuban traditions. By the 1940s, Cuban music became fashiopaiplular
music and Anglo stars, such as Glenn Miller, Harry James, Bamhy Goodman, began
performing Cuban influenced compositions.

The influence of music from the Spanish Caribbean on American Jazz was pronounced as

" The other is Louis Armstrong, of course.
8 The Haitian influence on the emergence of Jazm isn@er-investigated area of research.
® Roberts details the Tango craze in the US duriedl820s (44-60)..
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well. Duke Ellington wrote a number of compositions around Latin rhytlamd,some of the
early members of his band were Puerto Rican (Juan Tzol), not Cibaimnovators of the be-
bop styles, Charlie Parker and Dizzy Gillespie, had both performgdz orchestras intent on
playing the Latin music of Bauza and Machito. When Dizzy Gillesparted his own orchestra
in the late 1940s, he included the Cuban percussionist Chano Pozzo amdewgs around
Cuban rhythmic styles, such as the well-known compositions “Manted “A Night in
Tunisia” (Roberts, 1979, pp.139-140).

In the 1950s, Cuban music reached the forefront of popular music and paptues.c
The Jewish resort area of the Catskill Mountains in New YorkeStaquently brought in
mambo groups to perforth Now with a steady source of relatively lucrative work, themho
groups were not limited to Cuban bands. Just as in the 1930s, although thev&eniddeled as
Cuban, the performers might have been Puerto Rican, even Angloeamsriand/or often
Jewish.

Moreover, faces of Latinos appeared on television: the Cuban gardeRathen Knows
Bestand, of course, one of the most celebrated television starsABesa on_| Love LucyOn
the program, Arnez often performed with his orchestra. Tambb andoleroshe played were
simply the popular music of the time. “Cuban” became synonymougdano” in the United
States, largely because of hearing the music. ldentified as fCutBpanish,” or “Latin”
(Roberts, 1979, p.91), Cuban music assumed a prominent role in several BrehdwayGuys

and Dollsfeatures a scene where the main characters fly down to0ubat, on a bet, the male

10 This is poorly documented in the maligned, thougimatimes celebrated, movie, Dirty Dancifigne
movie tried to tell the story of the mambo groupshie Catskills. The film was maligned becausentiain
character, a dance instructor, was played by Adgierican Patrick Swaze, not by a Latino.
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lead can woo the female lead. Cuba also provided several resastthat were accessible from
the United States where people could hear the music in its “authseiting. While the Cubans
never emerged as a large population in the United States, the Rieamopopulation grew to
over a million.

Prior to the 1957 production of West Side Stdahere were few references to Puerto

Ricans in popular culture. The references to the Spanish CaribleearCwban. Nevertheless as
new music was being made in Cuba, the same was going on io Risot The similar colonial
histories and the large, African-descended populations helped toamasimilarities in the
popular culture of the two islands. Mambo might have been created in liiulfaerto Ricans
made it their own music. While the USA and Cuba were on friendtyst¢hrough the 1940s and
the better part of the 1950s, it was still easier for Puertans to come to the United States,
because they were American citizens. Between 1940 and 1960, oma flkerto Ricans came
to the mainland US (Rodriguez 1989:3-#yhile Cubans did not immigrate in significant
numbers until after Castro seized power in 1959.

After 1959, Cubans fell out of favor with the American public. “Rickyési Arnez from
| Love Lucy was referred to as Cuban less and less, only to have his spéuiiicity subsumed
into “Latino” by the ending of the show in 1960Appearing before the Cuban Revolution,
Leonard Bernstein’$Vest Side Stortold a different tale: Urban Latinos in New York were not
Cuban but Puerto Rican. The change was fast and by the early 1#66s;d of Latinos in the

northeastern United States became Puerto Rican, not Cuban.

Y Thel Love Lucyshow first appeared on October 15, 1951, and w#he air on May 6,1957. The
characters continued The Lucy-Desi Comedy Hquwhich produced eleven episodes between Novemi&s56
and April 1, 1960. The characters actually do tr&wélavana in 1957.
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Latin Popular Music After the Cuban Revolution

By the early 1960s, the glamour of all things Cuban had passed, but tomevof
identity was surfacing. Puerto Ricans and other Latinos beganctmniege their shared
experience growing up in the urban United States (Manuel, 1995, p.162). wagra new
generation of Latinos and Puerto Ricans, many of whom were born experienced their
formative years in the States. This younger generation of Latusicians was as accustomed to
“urban street life” as they were to traditional Latino cultdiee disruption caused by the closing
of the doors to Cuba created opportunities for new approaches to music.

As a result, the prominence oharangaand pachangd’ bands emerged with sounds
similar to both Mambo and SalsBhumba Cha Cha and Son are words describing specific
rhythms. Charanga is defined more through its instrumentation. Hawialdes groups than the
big bands of the 1940s and 50s, the charanga groups included violin inngteimientation
(Roberts, 1979, p.163). With this style, we get early influential gréeghdy Charlie Palmieri
and, soon after, by his brother Eddie. These charanga groups werg phaymbo rhythms and
songs from Puerto Rico. The music was no longer defined in Cuban fRum®r has it that
when legendary Eddie Palmieri recorded an album cé@ledambique his record company
asked him to stop recording communist music. Mozambique is a rhybinmGuba and Palmieri
built his recording around this rhythm. Palmieri had gone againstdhemon practice and
labeled the music as Cuban.

Since the generation of Puerto Ricans of the late 1950s and 196@srteasfcage in the

United States, a direct connection to urban life exists (§l@@00, p.86). The mixture of North

12 Pachangés less defined tha@haranga.Largely, it is Charanga played the way Johnny Bealthose
to play it.
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American urban street life and traditional Latino practiegstb new approaches including the
music known asBoogaloo The younger Latino musicians in the 1960s were often well
acquainted with African-American culture and music. The whightflfrom the urban areas of
the USA did not leave only the African-American community in ¢iees; it also left the
growing Puerto Rican and other Latino populations there as wellalScantact between
African-American and Latinos in some areas was commonplacéfin-American music
began to grow into the mainstream, the younger Puerto Rican musiciasismed this music
with their own.

Juan Flores documents the boogaloo movement well. Boogaloo included coonmgositi
that were minor “crossover” hits(2000, pp. 79-112). “El Watusi” and “Tequila” are among the
well-known boogaloo hits, but there were many others, including recorbingsldie Palmeri
(“Azucar”), Joe Cuba (“Bang Bang”) and Pete Rodriguez (“I Uikeike That”). Some of the
boogaloo movement included Latino musicians recording African-Aarericompositions,
notably with Mongo Santamaria and his recording of the Herbie Harsmag “Watermelon
Man.” “Bang Bang” and “Watermelon Man” are still played bysCin some African-American
jazz clubs. “I like It Like That” was re-recorded in the 19908 a well-known song from the
Latin Pop Explosion and is still used in commercials in 2005 and 2006. BRagtto
compositions within this style are sources for hip-hop samplin@reahe Herbie Hancock
compositions like “Cantaloupe Island,” which might be called Boogalageverse: an African-
American musician playing the style, incorporating Latin elemdhshould come as no surprise

that the period of greatest crossover, the Latin Pop Explosion datinel990s, embraced

13 A crossover hit is a hit song that appeals to nloae one marketing group. In my context, it wolkda
song that appeals to the Latino community and thelBcommunity and/or the Anglo-American community.

25



Boogaloo, the earlier crossover success.

Reactions to Boogaloo were mixed among Latino musicians atntiee kany hated it
(Roberts, 1979, p.168; Flores, 2000, pp.107-108). The reasons for disliking this reosed e
be based around the idea that it wasn’t purely Latin. Songs wereimfinglish rather than in
Spanish. Johnny Pacheco, the Dominican-born flautist and founder ofréemids, is rumored
to have said that the piano was uninteresting, with the playing of the sameppatedly.

Contemporary musicians reference Charanga more. Charanga b#nesist. Eddie
Palmieri frequently has at least one violin player in his band. Boodends do not exist today,
but | have seen and performed with salsa bands that include ‘WiaH¥ou”—one of the well-
loved boogaloo hits (Flores, 2000, p.89)—in their repertbit@haranga bands, however, are
generally larger than boogaloo bands, and a larger band means oscens to pay. Thus,
these bands are economically impractical or at least difficult to maintai

Roberts describes the ways in which Latin music and Jazz interaaghout the 1960s
(1979, pp.160-165). Until the great change in Jazz to embrace electrarumersts, many jazz
musicians recorded numerous Latin-influenced compositions. Nearly Bitee Note recording
from the 1960s included a Latin-influenced tune. Some of theseBwssa novanfluenced but
most were a mixture of Bossa and Boogaloo. As my former piamhdealazz pianist and
educator Harold Mabern, once told a class in the late 1980s: “GitedAlion™> something he

could shake his ass to, and he’d let you record anything else ydadvyaThe jazz influence is

| have also seen and performed with Latin jazzgsahat include Boogaloo in their repertoire. Myno
experience has been that these have been preddiyinan-Latino groups, but this was not a focustoidy during
my research.

15 Alfred Lion was the head of Blue Note Records ficgrinception in 1939 until his death in 1987.

26



very important to the development of Salsa. While George Shearth§al Tjader were playing
jazz compositions frequently called MamfAgader's 1964 “Soul Sauce” was an early reference
to “Salsa.” These musicians are not Latinos playing Jazzadsthey are African-Americans
and Anglo-Americans. However, some of the younger Latino musicidnts were playing
Boogaloo and listening to Motown were also listening to Jazz.

Fania and the Golden age of Salsa

One of the challenges for Latino popular music at this time wasrieagan outlet for
recordings. In the 1950s, RCA records had operations headquartered initGilibsed down
these offices after 1959 (Manuel, 1991, p.160). Many independent recasldppeared in the
1960s to record and promote Latin music, but none really had the infloertbe capital to
influence any particular trends. Willie Bobo, Mongo Santamaria Pitente, La Lupe, Ray
Barretto, and Eddie Palmieri were all recording on the lathels distributed jazz recordings
(Riverside and Prestige, for example) or on small labels $gauigin Latin music (Tico). Other
recording labels appeared and disappeared quickly. Johnny Pachéed btarown record
company in 1964 to promote his music and that of his friends. Even thasghdbrd label was
problematic during its history, it would go on to change Latin populasic internationally in
the coming years. This was Fania Records.

Johnny Pacheco started Fania Records in 1964, and he sold recordingtheutwfk of
his car. Both Pacheco and an Italian-American lawyer byn#me of Jerry Masucci ran the
label. People claim—disputed by Max Salazar as noted above—that byPHe®@&co and
Masucci had chosen a word to market their music: “Salsa.” Maianformally known as Salsa

had existed before 1966. The music was not a dramatic departure figmanGa or Mambo. A
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listener in 2006 hearing Charlie Palmieri recordings from 196htmignt to refer to that music
as Salsa, but the referent was not used until later in the decade

In the earliest years of Fania, the label was recording Mexk Latin bands. Mostly
musicians of Puerto Rican ancestry who either were born or hadafage in the United States
led or were featured in the majority of these bands. Among thesrtheafamed Willie Colén.
Colon’s collaboration with legendary singer Héctor Lavoe trutyttse parameters for defining
Salsa (Fernandez, 2002, p.118). This included the use afofbato style. Cojunto bands
featured two trumpets and usually a trombone. There were no vidins,Gharanga, and there
was no saxophone section as in the larger groups from the 40s and 5@sthé&/lsaxophone
would certainly re-emerge in Salsa, the violin would not, unlesga# a string section on a
ballad or a synthesizer in the 1980s and beyond.

Salsa is hybrid music. It drew from African-American musaking on jazz harmonies,
and including improvised solos played in a jazz-influenced manner. Althondgidual rhythms
were no longer identified, much of the percussion played Cuban rhyffirasmajority of the
performers and audience was Puerto Rican.

Salsa became a standardized rhythmic approach where the jmerafssn played the
same type of rhythm behind every song. The percussionists, égvetili varied the rhythms
within the structure that had become standardized. The use of dsnlzaingas, and bongos
became standard. In Salsa, a lead singsonarqg became commonplace and was accompanied
by two or three backup singers who sattyprro--meaning “chorus,” better translated as
“backup.” The sonero sang the melody of the song, but eventuallyri@ostion would enter

a section where the chorro singers sang a phrase repetitiVieb/ sonero improvised melodies
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and lyrics over these repeated phrases. In fact, this rectbatesall and response musical
activity associated with African-derived music.

The meaning of words changed as well, specifically with the widiadlmbo and Chorro.
There is often a section of the song where the singers stopgiagd the horns play a new
melody, sometimes over new harmonies, not heard earlier in the samposition. This
instrumental section of the composition is referred to as “Thedd& here Mambo no longer
refers to a rhythm or dance. The improvised vocal section desgribedusly is now known as
“The Chorro.”

All of these changes occurred on Fania Records and were spedrbgadéllie Colon,
Héctor Lavoe, Johnny Pacheco, Larry Harlow, Ray Baretto, @alie, Tito Puente, Tito
Rodriguez, and many other giants of Latin popular music. Fanieedraagroup in which all of
their stars participated: The Fania All-Stars. The populafitgatsa in New York City was so
great that by 1973, The Fania All-Stars sold out performancéardee Stadium in the Bronx.
Fania Records through the first half of the 1970s dominated the mpdsstmuch that it
controlled 80% of the market (Manuel, 1991, p.165). Other labels came andwerd claimed
to be more innovative and creative than Fania, but the record compaogéss put the other
labels out of business or Fania bought them out.

During this early creatively and financially successful perite lyrical text often
described urban life in New York City. Willie Colon frequently déspd himself as a kind of
gangster. For instance, one album cover portrayed him as beirglpartother had him storing
his trombone in a machine gun case. Salsa was an expressiomudfahdife experienced by so

many Puerto Ricans in the United States.

29



Spanish Harlem Renaissance

Salsa emerged at a time when the creative output of the iNaysy Puerto Ricans in
New York, began to increase and the representation of Latinosneriéan media became
significantly Puerto Rican. There was a rise in Puerto Ricénrah awareness in New York
City and other urban areas in the United Starefact, Salsa emerged as the idea of Nuyotfcan
identity arises.

The late 1960s was certainly a politically tumultuous time. diatide, the political
movements for Civil Rights shifted in the African-American camity to the Black Power
movement. It centered on celebrating African-American iderditgd on raising political
consciousness. The leaders of this movement included the membéasloPBnther Party who,
contrary to much of the public propaganda, focused on helping the Africanicam
community through breakfast and lunch programs for children, cleapingeighborhoods, and
“policing” the police (Seale, 1996, p.72). This was inspirational to grofipspung Puerto
Ricans in the United States.

Historian Jeffrey Ogbar has pointed out the influence of the Brackher Party on its
Puerto Rican equivalent, the Young Lords, in establishing an organizatthoatel to a
movement of Puerto Rican nationalism in the United States (2006, p.149Y.coling Lords
Party in Spanish Harlem was an offshoot of the Chicago-based Yaudg Organization of the
late 1960s. Pablo Guzman, one of the original members of the YN@wnYork, referred to the

Black Panthers as “...the only model {of revolutionary nationalism} ae. hin this country...”

1% | once spoke to the poet and co-founder of the Nuyorican Poets Café, Miguiel, Agar
who coined the term “Nuyorican.” He claims to be its originator. He retediading reviews of
his work where critics referred to him as “Neo-Rican” and “New York-Ricam it seemed
logical to him to combine the words to create “Nuyorican.”
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(gtd.in Ogbar, 2006, p.151).

The many initiatives of the Young Lords included: (1) the cleanm@f garbage in the
streets of El Barrio, (2) organizing free breakfast and leacdbpioig detecting programs, (3)
taking over a church and renaming it “The People’s Church” for irgfue® house these
neighborhood programs, (4) demanding open admissions to the City’s spl(&yeand the
publishing of Palante!a bilingual militant newspaper (Young Lords Party and Michael
Abramson, 1971). In the early 70s, the Young Lords in Newark, New Javeeled for the
unification of Newark, a committee led by poet, playwright, aniiat Amiri Baraka. The
Young Lords, like the other radical groups of the era, empowered pewmph@ave more
community control of police, initiated political reform, and politigahobilized the poor and
working-class people (Ogbar, 2006, p.158). The Party kept the histomeidismf Puerto Rican
nationalism alive as political expression (2006:165).

This nationalist discourse found its way into artistic actiwtgllie Colon has referred to
his Salsa as an “act of civil disobedience” (“The Music Wake Lan Act of Civil
Disobedience”). Larry Harlow took the well-known “rock opera@mmy by the rock band
known as “The Who” and retold the tale as Salsa and in Spanish. Puerto Rican-cayares
focusing on Salsa were published during this time. An explosion of expressdiure erupted
with Puerto Rican nationalism throughout the New York and New Jersey area.

This artistic activity was not limited to music. In the |at860s and early 1970s,
numerous Puerto Rican poets and writers—Jesus Coldn, Giannina Braschiomas, Pedro
Pietri, Miguel Pifiero, and Miguel Algarin—emerge prior to orhwthe establishment of the

Nuyorican Poets Café in Manhattan’s Lower East Side. Theiersvidealt with issues of

31



Latino/Puerto Rican identity in New York and the USA. They inclutiednes of family, urban
street life, and rediscovering the Spanish language. In sortirgsyithere is a celebration of
Spanish Harlem, the neighborhood east of Harlem in Manhattan, alam las East Harlem or
El Barrio. East Harlem has been home to a variety of workegsccommunities over the
decades and rarely has it ever been exclusively Latin otdPReran (Sherman, 2006, pp.1-20).
In the early 1970s, however, it was significantly Puerto Rican. fidegice output that coincides
with this time period has given East Harlem a significahyin identity in the collective
memory of New York Puerto Ricans (Davila, 2004, p.5). NevertheRegsto Ricans were not
limited to this one neighborhood. As documented by Jagna Scharff in hegrehimpKing
Kong on Fourth Stree{1998), Manhattan’s Lower East Side, like the Bronx, was highly
populated by Puerto Ricans around this tinburing this period, other Latino groups were not
so prominent in the Northeast; therefore, in the 1960s and 1970s theyidéntatinos was
shaped primarily by the Puerto Rican experience.

Puerto Ricans began to dominate the representations of Latinoslemsion. An
interesting phenomenon on television in the 1970s occurs with numerousosabatbmedies
exploring urban life and the lives of urban minorities. These progiaied to challenge
stereotypes and separdtem “Amos and Andy” styled representations. Some were suotess
and some were not. Puerto Rican characters were featured tarwogsroles orBarney Miller
andSanford and Sofplayed by Gregory Sierra in both progranWglcome Back Kottagave a
starring role to Robert Hegyes (actually of Hungarian-mati@scent) as Juan Epstein, a half
Puerto Rican and half Jewish characBssame Streatded Latino characters in the 1970s with

actors Sonia Manzano and Emilio Delgado. Freddie Prinze rosestoational fame playing an
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ambiguously Latin character. While Prinze himself was half tBuRrcan, it is unclear if the
character he played dbhico and the Mamwas Mexican or Puerto Rican. Even Archie Bunker
was forced to express his bigoted disdain for Puerto RicaAdl anthe Family In one episode,
Archie Bunker is trapped in an elevator with a Puerto Rican coapla@ dlack man, played by
the celebrated stage and television actor, Roscoe Lee Brohile the premise seems at first to
display Archie’s prejudice for anyone non-white, he finds himself bonditig the black man
based on class. Brown’s character feels superior to the PuertmsRiHaving far more
education, Brown’s character eventually reveals his soggdrgority to Archie. Curiously, the
other urban sitcom of the er&ood Timesnever really explored the African-American and
Latino/Puerto Rican connection. Perhaps this had to do with the stedisation to exploring
black issues while John Amos was still on the program. Unfortynaled show declined into
black stereotypes and buffoonery after he left to portray Kunta KinRoots

While Puerto Ricans gained greater representation on televisiobasa and Puerto
Rican national awareness were thriving, Latino representationlinvded to comedy. There
were no dramatic roles for Latinos during this period. No Latingydasvor doctors existed on
television but that would come in the 1980s. There were no dramaaypuytthe struggles of
urban American Puerto Rican youth, as in films suciCasley Highfor African-Americans.
Occasionally Latinos might be criminals on police shows or insfilnThey shared these roles
with African-Americans, who had encountered this type of stereotyping foragieme:

Puerto Ricans, more than other Latino ethnic groups, have often beemi@ss with
African-Americans as a result of their sharing of neighborhaotise urban Northeast and their

similar class positions in the United States (Flores, 2000, p.162)ephesentation of Puerto
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Ricans with African-Americans on television served to reinfoneg itlea, no doubt in negative
ways. This affected Salsa, but not significantly until the de facto demisnd.
Pan-L atinoism and Salsa

Intertwined with street realities and growing concerns ofesgntation, Salsa broadened
its perspective as the 1970s progressed. Salsa becameraational phenomenon. An industry
around Salsa surfaced in Colombia (Waxer, 2002). Salsa bands emergaepe ERoman-
Valazquez, 2002, pp.259-288) and eventually in Japan in the 1980s (Hosokawa, 2002 pp.289-
312). Salsa, though, was never exclusively Puerto Rican. The singbleoffdPacheco’s
Dominican heritage and Masucci’s Italian-American backgroundtatte this. Larry Harlow is
American and Jewish. In fact, the Jewish connection maintainetl frizel the 1950s, when
mambo bands found extensive work opportunities in the resorts of the Batsklew York
State. Several horn players in local, national, and internatiorlah $mnds were Jewish
musicians and often were Italian-Americans or Anglo-Americawell. Celia Cruz was Cuban,
so were a number of performers. And, a young man who started afigsi@gorro was from
Panama: Ruben Blades. Reuben Blades is a complicated figurksan Bae academic analysis
of Salsa pays major attention to him (Manuel, 1995, pp.74-75&79-83), bubfierisa minor in
the history books on Salsa (Fernandez, 2002; Gerald, 1998; Leymarie, 200235 R0DE9;
Steward,1999). When recording for Fania, Blades attempted innovative @msda Salsa (see

his recordings, Siembrand Maestra Vida He created one of Salsa’s biggest hits, “Pedro

Navaja.” Blades broadened the political discourse in Salsaitinyizing the imperialism of the
United States and celebrating pan-Latinoism. When Bladedyfinatame one of the soneros

with the Fania All-Stars, the group traveled to Havana. This aasionumental event
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reconnecting Salsa with Cuba in 1978, for the first time sincedhyg 1960s. Stories are told
among musicians on how the Cuban community of Miami issued deathsttoe¢bhe Fania All-
Stars and to Blades because of their pro-Castro or at least their Obstottstance.

According to Manuel, Salsa began to change because it was tdubé2eriand too
percussion based (1991, pp.169-170), but it is clear that the music wabeatsming too
political. Fania sought to rein Salsa in, to make it more appealing to a paa-aatlience and to
a larger market. This became more complicated in the early 1@88s Coca-Cola purchased a
number of the Latino radio stations and chose to play music thales@apercussive (Manuel,
1991, p.171). This decision was made for the same reasons that Famid thantusic to be
less “hard.” The Spanish Caribbean market both in the US ahé i@dribbean itself was large;
Latin America, even larger.

El Gran Combo and La Sonora Poncefia are often missing from the commadiveaf
the history of Salsa. El Gran Contbdegan recording in 1963 and La Sonora Poncefia in 1954.
Both of these groups were based in Puerto Rico, not in New York Gigrr dompositions did
not engage a discourse on urban street life, but rather on typicaitsuddjéove and romance. La
Sonora Poncefia occasionally included a few compositions celebddtorGuban themes from
Santeria and Espiritismd These groups did not have mass success in the United States during
the 1970s and they did not record on Fania Records. As loved and vathedaasks of Willie
Colén, Héctor Lavoe, and Ruben Blades are for many salsa musititdres 1990s and 2000s,

the main groups that individuals seek to emulate are La Sonora Parzid Gran Combo.

17 Sometimes referred to & Gran Combo de Puerto Rico
18 Afro-Catholic syncretic religions. Santeria featuf@rishas while Espirtismo largely does not.
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How—or rather why—this happens is perhaps the academically unacknowledsme of
Salsa’s history.
1980s

Salsa in the US began to fade in popularity in the 1980s. Scandké&drFania, where
Masucci was accused of embezzling large amounts of morBye radio stations were now
playing more ballads and softer recordings. The great HEaiare battling drug abuse made a
series of recordings far below the quality of his 1970s work. MolsaSeas being released in
English. Something new was beginning to dominate the airwaves: Merengue.

The 1980s are a peculiar time in Salsa. The older Salsa, theS&adsea was referred to
asSalsa Dura(Hard Salsa).Salsa Romantic@Romantic Salsa) evolved, though this distinction
was rarely heard from my informants. A number of Salsa bands ame &rom outside New
York City. In the 1980s, some of the biggest Salsa bands cameydireatl Puerto Rico. The
local Salsa bands of the 1990s and 2000s were far less likely to play compotiotisef Fania
All-Stars but rather compositions of EI Gran Combo. El Gran CombloLa Sonora Ponceia
kept it Salsa alive for many people.

The 1980s saw major changes in the Latino population. The Dominican popuiat
grown to become a full-fledged community dominant in neighborhoods sudiashington
Heights in New York City. The Colombian population was growirgnificantly. Peruvian,
Bolivian, Ecuadorian migration began to increase while the Mexican pmpuiatthe Northeast

of the US also gref?. The Dominicans wanted to hear Merengue. The Colombians favored

19 ., .
Max Salazar has commented that Masucci’s only crimg to earn a tremendous amount of money.

20 Mexican Americans have always been the most populatin American group in the United States, but
their numbers in cities like New York have not elgdathat of Puerto Ricans.
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Cumbia even though an integration of Colombian and some Puerto Ricare8sised at times.
In part, there was now another new generation of Puerto Ricans in the Nostheastjoyed the
R&B of the time and eventually the music of Rap/HipHbp.

Salsa persisted but it was now one of many types of music. dbey@ups now
performed the three main styles: Salsa, Cumbia and MerengoeNi&tes, El Gran Combo,
Celia Cruz, Tito Puente persisted in their performance and regodafirBalsa. Local stars
appeared, such as Frankie Ruiz from the Bronx. As Latin popular musacmbemore of a
signifier of specific Latino identities, something began to happ&uaisa. As noted earlier, the
Salsa bands from Puerto Rico, El Gran Combo and La Sonora Poncefnsobegamplify Salsa
for a new generation of Puerto Ricans who were now growing up aneanfilled with multiple
Latinos. If Merengue was Dominican and Cumbia, Colombian and Centratidan, Salsa was
now even more Puerto Rican. To define Salsa as New York or ewamiddn meant it was pan-
Latino because the demography of New York was such that it was multi-Latino.

Latinodadis a reality, an ideal, and a goal. While there is amcafr Diaspora in which
people of African descent throughout the Western Hemisphere shetery of oppression and
discrimination (Gilroy, 1993, pp.1-40), there is also a process in wlathos throughout the
Americas share a history of Spanish colonialism and UnitedsStgipression and involvement.
There are political issues affecting all Latinos in a simway throughout the United States.
However, as described by Juan Flores, Puerto Ricans are oftgoegie@n with regard to their
place in the field of pan-Latinoism. Latinos have displayed adi¢oyalty and pride in their

unique Latin heritage. Shops and restaurants often display the flagiobtwner, letting the

21 Hip-hop emerges in the late 1970s with Grand Mdsigsh, though the word did not come into full
usage until the early 1980s.

37



customers know if they are in an Ecuadorian, Colombian, or Chilean shogp@tiéic ethnic
identity is maintained. There is the process in which non-®W&idans distance themselves
from Puerto Ricans. Of course, to many Latinos this is wagle feelings of ethnic
differentiation are not always so strong. Puerto Ricans, however,ahanmificantly different
status than other Latino immigrants: Puerto Ricans are Ufmstifrom birth and Puerto Rico
remains in a colonial-like relationship with the United Stategr@hs a historical association
between Puerto Ricans and African-Americans. Although thexremamy similarities among
Latino groups throughout the United States and in the greateiYNewCity area, the individual
ethnic groups proudly proclaim their personal ethnicity and they, accotdimgpme of my
informants, do not let the Puerto Ricans forget that they are Puerto Ricans.

Within this sea of Latinos, Salsa’s ethnicity becomes questianiabteder to maintain
its Puerto Rican prominence, is it enough to recognize the Nugeremad other Latinos who
played so much of the music in the 60s and 70s, especially wheadibestopped playing the
recordings? El Gran Combo was not as hard-hitting as the Fania All-Stanstaas political, so
they were aired on the radio. By refocusing Salsa to the PR&ém groups and away from
Fania, performers and aficionados of Salsa were able to profaseréo Rican ethnicity to the
music in light of the clear ethnic origin of Merengue coming ftbie Dominican Republic and
Cumbia coming from Colombia. Clara Rodriguez,Anerto Ricans: Born in the U.S.Aas
noted that both on the mainland US and on the Island, the Puerto Ricandameing the same
moves to the same new salsa songs. This unified the musiebpiment of Puerto Ricans
throughout the United States and its properties (1989, p.55).

By the 1980s, Spanish Harlem was not the cultural center it oncéf wawver truly was.
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Undoubtedly, the Puerto Rican community has maintained a steady comsuaffalsa. Even
in New York, Puerto Ricans innovate and lead Salsa performancebi@messman who had
worked with Jerry Massucci in the 1970s started promoting and produoisirgyvn New York
based acts. Ralph Mercado managed two different singers who hadalbyigied making it as
performers of Hip-Hop/R&B and promoted and managed them as international sa@esalsa
singers and then to a short-lived crossover success: Marc Andéimoinlya India. The success of
these two acts brought Salsa back to the forefront of the Latin music industryi B0
Another Latino community began to wield considerable political-econamflicence in
the United States at this time. The Cuban community centeredaimiNad organized itself
into a significant political force by 1985 (Portes&Stepick, 1993, pBdit of this force is the
attempt to take control of what was once its strongest domainflaémce: music. The re-
emergence of Cuban influence, combined with the most successfulyhidwacts like Marc
Anthony, creates a new dilemma in Salsa and in Latin popular mUbk&re is a major
disconnect between the discourse provided by the music industry aadaBahe local level
This disconnect generates in part from the industry’s inaltditgcognize the importance of El
Gran Combo and La Sonora Poncefia and in part from the animositiegméid?uerto Rican
and Cuban community. The difficulty also stems from a misundersigrafi how Salsa is
integrated into the Puerto Rican community throughout the New York awd Jérsey area.
Rather than detail the industry and top tier of performers, | stiggeexploration of the local

level. To understand Salsa, one must listen to it, dance to it, and struggle to jterform

%2 And perhaps to the academic discourse on Salséatiats Ruben Blades and the Fania All-Stars over
Sonora Poncefia
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Chapter 3
TheLocal Level
Salsa and the Changing Latino Community in New York and New Jer sey

To be a salsero from Newark, or North Bergen, or the Bronx, or in coities scattered
in and around New York City means that the performer has liveddacpaible set of experiences
containing unique personal and neighborhood characteristics. Plageoisant, but only to the
extent that it reveals associations with particular class and ethnicenqesi

When considering salsa as a unit of study, it is important to stadel the experience
experience. Salsa and the other forms of Latino popular musichthag in the United States
reflect the daily routines of the Latino community. The music @dproducing this reality,
which brings us back to place. It is misleading to think thattBuRicans and salseros exist
solely in New York City or as the descendants of New York-baBedrto Ricans. A
concentration of Latinos in New York City existed through the 1970s,thege Latino
communities have branched out of New York into the nearby communitresisding Newark,
New Jersey—a mere fifteen miles from New York City—and Htaison County, New Jersey,
directly across the Hudson River from Manhattan. Since the 1980s, noNker Jersey has
become home to a vast array of Latino ethnicities. There arevidolcommunities in
Rutherford, New Jersey. Peruvians are so populous in and around Paterg@ruihas opened
a consulate in the City of Paterson. Colombians and Dominicans legrimunities throughout
Bergen, Essex, Morris and Hudson counties. Mexicans have been entermeggmbliew Jersey
in great numbers over the last five years. Hundreds of thousands td Rigans live in the tri-

state area, so does the largest community of Cubans outside Miame area. Virtually all
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Latino ethnicities, including Brazilians and Haitians, are regmeed in northern New Jersey.
(see Table 1)

Many well-known performers of Salsa who lived in New York (38 years ago now
live in these counties in New Jersey. Johnny Pacheco lives ih Bergen and Ray Baretto
lived in Morris County until his death in early 2006. Performersrias “quality of life” as the
reason for residing in New Jersey rather than in New York. These reasloa® housing costs,
better schools, and lower crime rates. Like many European aloips in the past, a sign of
social mobility is moving out of New York City into the suburbs ofaNkersey or Long Island.
The proximity of these regions to New York City allows known performers to aaititeir
networks in New York while living outside the City. In fact, aseault of the network style of
organization prevalent among the salseros and the limited avajadiliwork in any one
neighborhood, musicians will perform anywhere within this region.

Since the late 1960s, a high concentration of Puerto Ricans in and aronackNeJ,
has existed while a high concentration of Cuban immigrants and their cthimirennhabited the
towns of Hudson County, just north and east of Newark. Some familie®eisdly mobile and
have moved into the suburban towns relatively nearby these urkes) brg many have not.
Furthermore, the concentration of Latinos in these areas hastheadeighborhoods attractive
to new Latino groups migrating into the region. The prevalence of Sp&amnguage businesses
and services has created vast areas where assimilation tdniieel States becomes easier
without linguistic barriers, while at the same time theségly isolated regions have separated
Latinos from English-only people. This, in essence, has creategian where some aspects of

Latino culture have been able to thrive and to develop into their own unique identities.
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| focus on Newark as a central place for Salsa. Lower ecls¢dos of Salsa live in and
around Newark as do many musicians who play with these stars. Newark is honrgé¢o a la

Table 1. Latino Population of New Jer sey 1960-2000

1966 1976 1986 1996 2000
Total 7,168,194 6,066,782 7,364,823 7,730,188 8,724,560
Population
Latino N/A N/A N/A 739,861 1,364,699
Population
Puerto Rican | N/A 135,676 243,540 320,133 392,619
Cuban 7,852 71,233 80,860 85,378 73,024
Mexican 2,280 3,301 13,146 28,759 186,918
Other 20,399 54,867 N/A N/A N/A
America$
Other Latino | N/A N/A 154,337 305,591 712,058
Dominican N/A N/A N/A N/A 167,689
(Dominican
Republic)
Costa Rica N/A N/A N/A N/A 17,873
Guatemala N/A N/A N/A N/A 37,654
Honduras N/A N/A N/A N/A 27,300
Nicaraguan N/A N/A N/A N/A 6,023
Panamanian N/A N/A N/A N/A 7,025
Salvadorian N/A N/A N/A N/A 47,166
Other Central| N/A N/A 3,150
American
Argentina N/A N/A N/A N/A 9,482
Bolivia N/A N/A N/A N/A 3,847
Chile N/A N/A N/A N/A 9,538
Colombia N/A N/A N/A N/A 95,204
Ecuadorian N/A N/A N/A N/A 90,207
Paraguayan N/A N/A N/A N/A 2,108
Peruvian N/A N/A N/A N/A 69,567
Uruguayan N/A N/A N/A N/A 14,756
Venezuela N/A N/A N/A N/A 4,358
Other South | N/A N/A N/A N/A 6,158
American
Other Latind | N/A N/A N/A N/A 93,033

1US Census 1970 Table 45: Social CharacteristidRdne: 1970 and 1960

2US Census 1980 Table 16: Total Persons and Sp@nigin

3US Census 1990 P009: Hispanic Origin

*US Census 2000 B03001: Hispanic or Latino OrigirSpgcific Origin

°US Census 1970 Table 49: Ethnic Characteristid®dme, for Urban and Rural Residence
®Includes all of the Caribbean, including Francophand Anglophone Islands and Belize
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’Includes Spaniards and those who identify themsgbvienarily as Spanish-American

concentration of Puerto Ricans and one can find several bars andhdtispecialize in Salsa,
whether it is live performance or simply jukeboxes that akedfivith Salsa recordings. Puerto
Ricans are the dominant Latino ethnicity in Newark and outnumber the ledhieo groups.
Many of these Puerto Ricans are either migrants from PuertodrR their children. They are not
the children of New Yorkers and, consequently, a romanticized dszaround Spanish
Harlem and the other prevalent New York Latino communities generally doegisit

Newark and The North Ward

Newark, like many large industrial cities in the United Stae®rganized into wards.
These are political districts where each district has aifgp@ouncilman representing the
interests of the ward. The majority of my research focosethe North Ward. The area, a
predominately Puerto Rican community, is a site for the authexpierience of Salsa. | will
now describe this political-economic context.

In Newark, the North Ward is considered the Puerto Rican and/amoLagction.
Newark’s Central Ward is considered the African-Americaticec The East Ward, referred to
formally as the “lIronbound” and informally as “Down Neck,” is to#y’'s well-known
Portuguese section. Many people familiar with Newark will negbgnize the Ironbound as the
East Ward; therefore, | will refer to this neighborhood syriets the Ironbound. While it is
unusual for a Portuguese to live outside of the Ironbound and in a diffeaidn of Newark, it
is quite common for an African-American or a Latino to live iy @f the wards. However,

stores catering specifically to a Latino clientele are fdananore frequently in the North Ward
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as well as churches that conduct services in Spanish. Churchasgceitean African-American
congregation tend to be found in the Central Ward. Portuguese busimesgesanmon outside
of the Ironbound, and churches serving Portuguese parishioners are not found outside eithe

There are other ethnic groups represented throughout Newark, includiexpanding
Muslim/Middle Eastern population, Indian immigrants, Haitians, andoavigg West African
community. However, none of these communities is populous enough targivene ward an
overall character in the same manner as in the Africanrikare Puerto Rican/Latino, and
Portuguese wards. A generation or two in the past, the North W& dargely Italian while the
Central Ward was mainly JewfSh The vast majority of these families moved out of Newark
starting in the 1950s but accelerating in the late 1960s and 1970s.

This movement from the North Ward represents the well-documentete“tkght” from
the city. While there is a tendency to emphasize the NeRits of 1968 as a catalyst for the
Italian community to leave Newark, the riots did not occur in thei\wfard (Mumford, 2007,
p.98). Riots, no doubt, mark a particular time when the World War lirgeoe of Italian
Americans began to move out into the other suburbs of New Jer#bpudgh there is a
correlation with riots, it is not a cause and effect relation.

The ethnic composition is the most distinguishing characteristiheoNorth Ward. As
stated earlier, the neighborhood is perceived of as the Puerto Rican/leatioo ©f Newark and
this is supported by the numbers. In the North Ward, there are 80,114, pecdpi¢ing 48,011
of Newark’s 80,622 Latinos (US Census 2000, DP-1). This includes 26,891 of Neway&50

Puerto Ricans. Latinos constitute approximately 29.5% of Newarldsgopulation of 273,295

2 See Sherry Ortner (2003).
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residents (DP-1). No single ethnicity is represented grétader the Puerto Ricans in the North
Ward. While a bit more than half of Newark’s Latinos live in Negth Ward, slightly more than
two of every three Puerto Ricans in Newark live there. Questidghmgumbers, | suggest that
the total figure of Latinos includes Newark’s Brazilian populatora portion of the Brazilians
at the very leaét

The “Latin-ness” of the North Ward is embedded into the fabridhefrteighborhood.
The corner delis carry Goya products, homemade Puerto Ricanepastnd other Latin
American foods such as Cuban sandwiches. Puerto Rican, DominicemiaReColombian,
and Mexican flags hang from windows in homes and rearview miimazars. Auto mechanic
shops hang signs in Spanish and churches display bulletins in Spanistl.a&ypsy bus
services cart people around and provide more routes than the standadiiNey Transit bus
services. Some of the buses play the Latin radio stations anel eeem show Latin music
videos.

Gentrification is not occurring in the North Ward. The neighborhood [Hek$inancial
industries, arts centers, tourist restaurants, and housing préfedtsare the features of
gentrificatiorf>. The holdovers from the 1960's urban renewal projects in other imalK=svark
are also absent. In fact, the vast majority of the housing awaipre-World War 1l. The built
environment of Newark’s North Ward has changed very little siWoeld War II. Plans have

come and gone for the construction of a major professional sportsiardeavark since the

24 As documented by Maxine Margolis, the Brazilian plagion in Newark and New York City has often
struggled with stating their ethnicity on censusiimation. Brazilians are not content with callihgmselves

“Hispanic” or “Other.” This has been a point @intention for some time

5 These types of institutions are well representeédewark’s “Downtown” which straddles the Ironbound
and the Central Ward.
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mid-1990s. This arena would have been constructed on the boardersnbigtgvéenbound and
the Central Ward, far from Newark’s North Ward. However, chapgolitical winds have
apparently put plans for this arena on hold.

What is occurring in the North Ward is low wage earning and povEhy.median and
mean incomes in the neighborhood are @$30,000 and @%$33,000, respectively. Bhighitya
higher median than Newark overall ($26,913) but the North Ward is slifgwigr than the
overall mean ($37,683). Forty percent of families live below the ppvewt, whereas only
26.5% do so in Newark overall. In some census tracts in the neighborhoedthaorb0%of
families with children under five live in poverty (US Census). Maiges between census tracts
significantly, with some areas below Newark’s overall aveegksome not. In no tract is there
a poverty rate less than 15%. (US Census DP-3).

Unemployment is a statistical complexity for the North Warthe years covered in this
research. While unemployment statistics in 2000 for people under 2&svbaigh as 20% and as
little as 5.5% for those older than 25, as much as 50% of maley aiganare listed as “out of
the labor force” in the 2000 Census (DP-3). The number is slighglyehifor women. This
displays dramatic underemployment, slightly higher than the owaratbages for Newark where
just over 36% of individuals between 25 and 59 are not in the labor force (DP-3).

The majority of the men are employed in traditionally workifess occupations. Over
50% of the men in the North Ward work in construction and transportatiamny bdfehe women
work in the service sector, health care, and childcare industhese are limited industrial jobs,
but some factories have remained in Newark. Other traditionallkimgpclass opportunities

have also persisted. There are many auto mechanics and astestpags. Opportunities in
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trucking and transportation of goods exist. An extensive school sgstdmumerous hospitals
provide employment. In addition, Newark’s more central locatioWNeéw Jersey allows the
North Ward’s residents better access to other towns in Neseyléor jobs. However, this is
complicated by the poor public transportation system in New Jéhs¢ywas constructed to
transport people in and out of New York City primarily.

The 2000 Census identifies six percent of working people in Newarttucagon (DP-
3). This is notable for my research, because many individuals Idpaken with work as music
educators. This disproportionate representation of educators amaegosatpeaks to the
uniqueness of the salsa performers. While deeply embedded in theWart and its Puerto
Rican community, the musicians are slightly different from maintheir neighbors. Activity in
Salsa performance will not be reported in the census as it is largely partrdbtheal economy.
Some people are professionals with salaries rather than hourgswadost with professional
occupations leave Newark when they begin to earn significant monélydyudlo not move far.
Many have moved to Belleville, where the school systems areipetcof as providing a better
guality of education and the streets are perceived of as being less dangerous.

The majority rents their homes, but the North Ward is not chaiaateby housing
projects. The majority of housing units are single, double, and tapldy homes. Many were
built prior to World War II. These are frequently extended famduseholds where parents live
with adult children who themselves often have their own children. Irattex half of the 1990s,
construction projects built dual family homes in the North Ward raade them available as
low-income housing. This was in part a conscious effort by thetaitcreate a low-income

alternative to housing project apartment complexes. While these hopojerts were an
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attempt to curb urban violence, residents in these homes do not walk dreumskighborhoods
at night. Stories of violence, mugging, and robbery are frequettlyamong the North Ward’s
residents. Claims of street corner drug dealing and accusatioimtentional police neglect
accompany these stories.

After the 2002 mayoral elections, when the North Ward voted for théenbal, the
incumbent, who had won re-election, intentionally ordered a major redustjmoiice patrols in
the North Waréf. This accusation is rumored, not confirmed. | can, however, r@feolice
officers who patrol the North Ward, many of whom were North Wasitlents as children and
teenagers. They deny the accusation of neglect and instead foauslitheurse on their
identification with the North Ward’s residents. This allows thenpolice the neighborhoods
well. Regardless, the mother of one of my primary informantdqyrancc smoker, refused to
leave her home after dark for any reason, even if she ran ogaséites. Another informant, a
body builder and aspiring professional wrestler, who is 6'5" andp@ab@ds, was jumped and
mugged in the North Ward in 2003.

When 1 first began spending time in this neighborhood in 1994, | was told to avoid
certain areas. | identified a low-rise housing project wherecon&l purchase heroin and two
street corners where one could obtain crack cocaine. | can no |olegeifyi these locations;
however, places to purchase narcotics remain. Since | was aWesdlolg and known in the
neighborhood when my research began, no one took it upon himself or herseiftt out the
drug corners to me. Since | had and have no interest in using heroicagre; no one offered to

tell me where to get the best product.

26 Some of this has been documented in the film eBfFaght presented in 2005 on the PBS series POV.
The film detailed the 2002 mayoral election in Néwand it won an academy award in 2006
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The North Ward is a place where people face challenges thebrmraon in many urban
areas throughout the United States: limited employment, crimugsdiack of recreational
facilities, poor policing. However, similar to African-Americarban communities, people can
pursue the commodification of leisure activities (Kelly, 1997, pp.45-46)e most Latino and
potentially highly lucrative and legaf these activities is music

A localized infrastructure to support Salsa exists in and ardmwsark. There are
numerous opportunities for performance. Salsa is many things andsoae source of
employment. For some it is a source of supplemental income upabrés individuals and
families in the face of low opportunity and high poverty. For others, & needed source of
income for survival. For some, Salsa is a source of supplemectahé that facilitates the
movement of individuals from working to middle-class status. For otliters, a source of
prestige in a world where urban Puerto Ricans are discriminatgdsgagby both European-
Americans and by more suburban and middle-class Latinos, not ahwayBuerto Ricans. For
many, Salsa is an encapsulated object of Puerto Rican culttraukabe transferred from one
generation to the next.

Salsain Newark

In order to view Salsa through the eyes of those who live it edagy | have

concentrated on three different networks of musicians. Performem@anized as networks, so

are the audience and the aficionados. | will elaborate onrietlgse and the function of these

27 Sports play a similar role as music. However alssent from North Ward are freely available baskétb
courts. There are nearby baseball fields and omleeaimportant community organizations is the Rtb&amente
Baseball League. There is very limited fundingdatra-curricular sports, and baseball requires reqrépment
than basketball. In the 1970s, the North Ward ssnhs to Little League World Series in two diffdrgears. Sports
do not provide the same elusive and mostly unaabievpromise to the Latino community that it daethe
African-American community.
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networks further in the next chapter; however, as an introduction, deatiribe the focal points
of the networks in which I have participated. These focal pointtheze different bandleaders. |
consider them to be authentic salseros because of their life experiences.

Miguel (Michael) Rodriguez

Miguel is a fairly typical local level bandleader. Born in 1961 hhae lived most of his
life in Newark’s North Ward or in the surrounding towns. Miguel has lze&iend of mine for
quite some time. An aggressive and intelligent man, Miguel ismdigghed by his girth. About
five-foot-eight, he weighs approximately four hundred pounds. Most a@ldsg friends call him
Mike. While his father is from Puerto Rico, his mother was borménUnited States and is of
German ancestry. His given name is Michael, though he uses Miguel for [moé¢ssasons.

Miguel began playing trumpet in junior high school at age eledenfirst professional
jobs were with merengue bands playing around Newark when he teasager. It is actually
quite common among my informants who are over 35 years old to bgue their professional
lives working with merengue bands. Originally this seemed unusudkgengue is considered a
Dominican popular music and my informants are overwhelmingly Pu&idan. However, it
makes sense when music is considered as a source of employment.

Miguel's professional life began around 1978, at which point Salsa dadirhatino
popular music. However, migration from the Dominican Republic to thieetd States began to
increase around this time. This created performance opportuisitiesinds playing merengue,
but it is quite possible that musicians from the Dominican Repulgie wot as plentiful then as
they would be in the later 1980s, 1990s, and early 2000s. Consequently, banaeatteisaave

been pressed to find individuals to play in the bands. Bands who havellgiffiling their
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positions are often the ones that hire younger men, giving themfifs¢iopportunities for
professional performance. Therefore, a young musician—17-year-old IMmgukis case—
might find employment performing the music that was available thtmusic of his choice,
Salsa. This dilemma—the need for musicians to fill roles in pedoce groups—is a central
feature in the life of a bandleader and the maintenance of salsa networks.

Around age 21, Miguel tried forming his own band and was success@dtting some
work in the early 1980s. A few years later, he joined a bandgeahby a friend’s father and
Miguel eventually took over the band. The band stopped performing around 1990, ngincidi
with the untimely death of his friend’s father, but was re-fornme@i994. The group remained
active until 1998, when during a performance at a local collegetdlge sollapsed damaging
Miguel’s knee.

During 1999, Miguel had several orthopedic surgeries. As a result,ntreased
opportunities created by the “Latin Pop Explosion” of 1999 were unawaitabhim. He has
continued to perform, but after 2000, and especially after 9/11/01, the farodalsa bands
decreased. Since this time, Miguel has been unable to consistemiiain a group. Two other
factors have contributed to the decline of his band. First, much efdrls had come through
contacts he had with various Latino organizations in and around Newalkasuthe Essex
County Hispanic Policemen’s Association. Two of his prime contatised around 1999 and
new the leadership of the organizations desired new performers. Sandrmdpre significantly,
Miguel began to tire of the responsibilities of being a bandleader after idericc

Miguel remains a known figure in Newark. He still maintaiome of his contacts and

occasionally contracts performances. His group has become m@nafepoint for some
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musicians. He represents a group that thrived locally for sometimd many musicians have
passed through his group. When discussing past experiences, the musayareter to Miguel
and the experiences they had with him. Musicians that met why@glavith Miguel may use
the experience to express feelings of fictive kin with each otheng#tvening their bonds in new
performance situations.

Miguel is like many musicians who perform at the local lewasdry talented and
musically uneducated. He cannot read music but he can play tramgp&bmbone. He can also
sing and harmonize well. Talent is not an issue; developed skilhexe are multiple skills
needed to fully practice the craft of music. A performer musilide to negotiate professional
networks. These skills include the ability to read and write miating arrangements—
orchestrating a particular piece of music for a band of meligthyers and instruments—is a
complicated skill that comes with years of practice. Thigusial for expressing the music that
one can imagine. Reading is essential for being able to wallamt performance situation and
play whatever is required. Reading and writing for non-vocalistseasential for activity in
professional networks, except for the rarely exceptional indivitluthe lack of these skills has
kept Miguel from participating in high-level professional networks as a hornrplaye

Singers are not as required to have these skills. Singerblar®oaurvive and thrive on
raw talent more than any other performer. Had Miguel beeneaas a singer when he was

young—he was far more active as a horn player—perhaps he coudd émbered more

%8 The music industry is filled with tales of the eptional individual who cannot read or write music.
There are certainly some extremely talented andesstul people who fit into this category, but theg a
significant minority. However, some players willeughe existence of these individuals as an excos®rstruggle
to learn to read and write music. This is far nlikely to become a hindrance than a facilitatorrwitgard to the
individual's career in Salsa or Merengue or marmeogenres of music that do not rely significawttyelectronics.
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professional networks. At 45, leaders will not take him on as @&simgh their touring band.
This lifestyle, including the low wage, is not particularly appeato an older person. It is not
that forty-five-year olds do not sing in national Salsa bands; ohstéder people who do so are
experienced in their roles or networks. High-level networks have ceMilguel throughout his
life, as they elude most performers. Sometimes, one needs ltachy to develop high-level
networks and luck is elusive.

Miguel’'s group was mostly comprised of performers he had known forgengds of
his life. The majority of the key players in Miguel's band eitlhexd in the North Ward or grew
up in the neighborhood and moved to nearby towns. The group featured his, hlotimery, as
one singer, and one of his childhood friends, Jesus, as another. The coegaGdalps, had

been associated with desand Miguel since the mid 1980s. The different bass players that

Miguel used had been friends of his in high school. | had a relationsthpGarlos for four
years before he introduced me to Miguel in 1994. While | was brongig a needed pianist, |
was presented as an old friend of one of Miguel's and Jesusiendi$r The fictive kin/familial
relationships that are developed will be explored in Chapter Five.

Miguel has not really been able to move out of the urban workasgatonditions in
which he grew up. He is currently employed as a chef in a sesidlurant near Newark. While
today he lives a mile outside of the North Ward in a section lobrBfield, NJ, his new
neighborhood, while generally safer, does not differ significamtignfhis old block in Newark
in terms of poverty and employment.

Juan Pedro Figuera

Juan Pedro, 42 years old, grew up in Newark’s North Ward and moved toaitiyy ne
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township of Belleville, NJ. | first met him in 1991 while playimgth a band run by Bolivians
and working out of Paterson. The band performed Salsa, Cumbia andyiereorking out of
Paterson, NJ. Juan Pedro is a relatively new bandleader. Hisfgrongd in the spring of 2004
and the network around this group has been the primary focus of my research.

Juan Pedro began playing trumpet and French horn while in gmasainool and picked
up the guitar around age 10. His first professional experience agaglkrumpet in merengue
bands in the 1970s at age 14. He began playing the bass in high school. With bass players in high
demand, Juan dedicated himself to performing on the bass while expldiis multi-
instrumental skills by studying music education in collegarrddd at age 17, Juan Pedro began
teaching music in the Newark school system at age 23. Durisgtithe he performed
extensively with salsa and merengue bands around Newark, NJ, ldad iork City, which he
has continued to do over the past twenty years.

Juan is unique. Twenty-five years ago his wife was going tonr&uner native Peru. So
much in love, Juan planned on going to Peru to be with her. His fatppedten and suggested
that if he loved this woman so much he should marry her and sthg lonited States where he
would probably have a better life and future. They have remainedeth&or the last 25 years
and have two daughters ages 21 and 23. Juan Pedro has thrived on thérgsgon$ having
a family.

Juan is skilled in ways that Miguel is not. He is a well-rourdedician who has spent
long periods of time studying his craft and developing hissskiffrimarily a bass player and
guitarist, Juan Pedro is proficient on the French horn and trumpet and has basin skitisally

all instruments. He can read music and has the ability to amgmgements. He has legitimate
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conducting skills and is quite articulate about musical issues. hHsisallowed him to be an
effective freelance performer. Juan has been performing witia/esambia/merengue bands
since the late 1970s, including time spent exclusively with merengue bands irfibst gaars.

Interestingly, a band member who had known Juan for decades, and one vatesoper
higher professional networks than Juan or Miguel, commented to méutiratas a bandleader
does not really understand all the issues that face bands. Whenothiveetey younger, Juan
devoted his energy to studying and then to teaching while the bandenéegan performing
professionally, including national and international touring with high pratits. Essentially, his
opinion was that Juan’s performing experiences were not as vasgtexs. While | do not view
this statement as entirely accurate—there has never bpenoad when Juan Pedro was not
performing—it is true that Juan’s networks have never included ndtrdeatational touring.
These opportunities have been available to Juan at times, but hisitcwnts and
responsibilities to his family, and the seriousness with whichapgroaches them, have
prevented him from pursuing these endeavors. Providing for his fanmbeds could not be
fulfilled by a three-month stint of touring throughout Colombia or Venezuela.

Both the consistent work of a music teacher and a freelancemerfbas provided Juan
with a more middle-class income than someone like Miguel. Juanislavidual with one foot
in the working-class neighborhood from where he came and another imitlide-class
community in which he lives today. Juan takes the responsibility tdma¢< with this seriously
although he would not articulate it in this manner.

A very friendly and personable musician and community member, Juanwizes

received citizenship awards from the Mayor’'s office in Newaik. has very successfully
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negotiated the complex politics of the Newark school system aadrésognizable figure in
Newark. He maintains relationships with former students and the#ntsa always expressing
concern for people’s overall well being. He is proud of the work he dath the teenagers of
Newark and by all accounts he has been very successfulcnrtgahem how to play music. |
have heard his friends joke on several occasions that he should mayfor of Newark. Juan,
however, lacks any political aspirations and resists acceptiagg dd assume the higher paying
position of vice-principal in one of Newark’s schools. The extra desgaced on a vice-
principal would hinder his musical activities.

| first met Juan Pedro more than a decade ago, but we bedandme friends in 1996.
At that time, he often commented to me that he wanted to open a sohsial for the kids of
Newark and anyone else who wanted to learn. In 2001 he opened his “Higael@my,” in
partnership with his non-musician but music-loving brother. It is a tgrivausic school that
essentially gives after-school instruction on all instrumemtishenlds group lessons on Salsa and
percussion. He featured bilingual instructors and by 2003 had two hunddshtst enrolled
from all over northern New Jersey.

This school, which he refers to as “The Academy,” has come yaadiaw roles for Juan.
Aside from its primary role as a teaching studio, Juan has b®ertause the space of the
Academy to rehearse his own band. This band began performing in 2004 and 2066gand
has contracted only a few engagements. However, the band stsdddicated to performing
classic Salsa from the late 1970s and early 1980s and consisétr@érsed nearly every week
through 2005.

A third use for the Academy is being explored. During the summer of 2004, | helped Jua
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investigate what would be necessary to convert his teaching spga@ recording studio. While
this project is still being considered, financial issues have preventedrdoafollowing through
on it. As with many Puerto Rican individuals in their 40s, Juan'sniathave moved from New
Jersey to Florida. The hurricanes that hit Florida in theslatemer and early fall of 2004 caused
damage to his parent’s property. Juan allocated financial reseraesvould have paid for
recording equipment to the support of his parents for a time. Thelnegstudio has been slow
to emerge, but through the summer of 2005 Juan had taken further stegetthina reality.
He purchased the necessary equipment and organized his studio lse Wesd nearly ready to
turn his rehearsal space into a recording studio. However, as the summer of 2086hauhrhe
studio was no closer to being a reality than it was at the end of summer 2005.

When Juan Pedro formed his group, he was able to draw upon extensigsipnafe
networks that had become familial. While maintaining informkiti@nships with the majority
of his members, the instrumentalists have high levels of professinddbrmal experience. His
percussionists have impressive résumés that include work with Isbighralevel performers
such as Jimmy Bosche, Marc Anthony, and La India. His trombonerjslagsumé includes
one-time membership in the Fania All-Stars and Chico O’Faifro-Cuban All Stars. All of
these men live in the same neighborhood as Juan Pedro, some “just thewodner’.” His
other members include a saxophonist who has been a long time frieedwdibf the singers in
the group are all younger men who had been Juan’s former students. A third singemaiss a f
student and the youngest member of the group at age 22, won the ¢oalest at the Apollo

Theater in New York City three times in 2002. At the end of 2004, dveedhto Puerto Rico for

29 «3ust around the corner” could mean five blockaaw
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six months to work with producers who wanted to transform him intara bte was replaced in
Juan’s band by a man in his 50s who used to perform with Héctor bab®/illie Colon. Juan
continually expressed concern over the younger singer, fearingetvabuld be devoured by the
music industry, thus diminishing his chances for a successful life in the future.
David

David is a slightly different figure than Juan Pedro and MiguelidHCuban, not Puerto
Rican. David, 47 years old, was born in North Bergen in Hudson Countgni.has lived there
most of his life except for residing in Miami for a brief &nm the early 1980s. David did not
begin playing the bass until he was 30. While he likes the older, E36d-Salsa, he does not
care very much for its current incarnations (a notion that is aft@red by many Puerto Rican
salseros and many non-Puerto Rican Latinos). David has alwaysfdrearore attracted to
playing Latin Rock and Roll, especially Carlos Santana’s ma&teand to various forms of
Cuban music. David, however, negotiates a world where Salsaeguent topic of discussion
and he has performed with various salsa bands over the last 15. ¢His tess as a specific
bandleader and more so as a person who gets gigs. David neitheregquenfrrehearsals nor
maintains a consistent group. Instead, he is more successful mgtalkb owners into hiring
him; at which point, he rehearses a band. David is far more it@dres performing Latin-
influenced rock music. This interest has extended his connectionsiltiplenperformers of
Salsa.

As most musicians who know all of my informants might say, Davatill is less than
Miguel's and considerably less than Juan Pedro’s. He does notreadte music and is

marginally skilled at playing a variety of Latin music styless Hipertoire of tunes is limited and
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he learns new songs slowly. He cannot play multiple instrumentsever, like Miguel, he has
a strong command of the intangible aspect of music, called’ ‘ée “groove.” This intangible
may be called “soul” or “swing” in different ethnic contextsSwing” can be a word used
synonymously for “feel.” It is the process of playing musith subtle inflections, usually
rhythmic in nature, appropriate to the particular style of musigegal. This is difficult to learn if
one has not spent years listening to the particular genre of.nldsitLatinos are often accused
of lacking this skill when they attempt to play Salsa, Son, or M@mBmvid is able to work
because sometimes a less skilled performer who has the regliit Will be more appealing to
play with than one who is highly skilled but doesn’t quite have the right “feel.”

David’s networks include friends he has known for several years:nSuPaerto Ricans
and Anglo-Americans. He has a knack for hanging out with musieadshas gotten to know
many musicians active in the Cuban networks of performance. Dmetl in 1992, and he has
been my entry point into the Cuban Community of Hudson County, NJ. This watgroften
holds different points of views on the salsa industry and on Puecen®R David and his
network are included in this study to provide a view of differengestives on Salsa that exists
among varying Latinos. Also, David’s performance schedule has neveeqeal to Miguel's or
Juan Pedro’s and, therefore, provides a better view of part- time performers.

Conclusion

These men and the places they frequent represent the focal gfaimysresearch. Their

roles as bandleaders make them central figures in performatwerks. Through Miguel, Juan

Pedro, and David, | have been introduced to three overlapping networks. réhaew antry

30 or what non African-Americans are accused of lagkivhen they attempt to play Jazz. For those who
are well versed in a particular genre, it is usugilite obvious whether an individual has the ritigel” or not.
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points to the other performers in my study and my primary windotesthe local Salsa and
Latin music scenes.

Miguel, Juan, and David emerge from working-class Latino neighborhooddesl with
the everyday issues that this experience invites. They hasetlgiexperienced the structural
segregation endemic to urban Latino neighborhoods, which has isolatechémgisieorhoods
from the more middle-class Anglo-American neighborhoods dominatingngjerity of New
Jersey to the west, south, and north of Newark. To the east of Neswandson County, which
demographically resembles Newark but with a much larger CubanAagtb-American

population. To the east of Hudson County is the Hudson River and then Manhattan.
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Chapter 4
Who arethe Salseros and What isthe L ocal Economy of Salsa

Salsa, unlike many other styles of popular music, has retainddcék level support.
Multiple opportunities for the performance of Salsa exist in NkewBlew York City, and
anywhere there is an established Puerto Rican community. Undemgtdimv Salsa intersects
with communities is the beginning of understanding Salsa as work: A reseovédece is ready
to meet the employment opportunities of Salsa. Music is embeddéé indal economy as a
source of employment. Itis also a service that can be purchased to enhancg.an eve

Although there are six major salsa clubs in New York City, ihifar from the total
number of performance spaces. Throughout New York and New Jerseyathanultiple bars
and nightclubs that host salsa performances on a weekly basis.oMthetse places do not
advertise extensively and do not attract national acts. In adddidhig, Salsa performances
occur at multiple types of private events: weddings, christenigeget 15 Quinceanera and
16 Parties, Mother’s Day, and the very popular “party” given bydividual who charges both
for admission at the door and for alcohol. Organizers of numerous blockspantl street fairs
hire salsa bands. Even though only the best known of performers willalcaess to concert
halls, the opportunities for performances at the local level are many.

For an audience, the major salsa clubs, such as The Copacobana oe&yi@zahzales
in New York City, attract more affluent Latinos as well as-hatinos. The majority of the other
performances do not attract non-LatiffosThe local performances often attract the local

neighborhood residents. These performances are interpreted asivekclustino in their

itis impossible to make a blanket statement al@atdings and other types of private affairs. \faia
is the norm.
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orientation: Latin patrons, Latin-American food, Spanish language daamnaiatino music,

performers, and dancers. The performance environment is more exglusael than most

Latin work sites and schools. Besides the home, the salsarmanfte—or some other
performance of Latino popular music—is one of the main spaces wHeatno can be Latino.
For this reason, the reproduction of identity occurs here. Few forruhlisesely Puerto Rican

institutions exist between the communities in New York and NeweyerEven the sites of
religious functions must be shared with other ethnicities of the daith. In the mainstream
media, TV and Radio, Latinos are often homogenized (Davila, 2001, pp.39-49) indbthore

group. The local level performance, supported by the local, infoec@iomy, allows for the
continuation of Salsa and the cultural practices that occur withig.facilitates the perpetuation
of the cultural transmission and reproduction. This local intersecti@ctaiomy and cultural
production/reproduction helps to perpetuate salsa as a continuous viableasgcemgaoyment

and ethnic identity.

Who Plays Salsa?

While my overall research has primarily focused on three netwonksinformants
constitute about seven local level networks and some of these angsae connected to more
professional national networks. My primary informants are froewétk and Hudson County,
but | have collected data from other networks functioning in Manhattpacifeally
Spanish/East Harlem, the South Bronx, and Brooklyn. While more thoflihe performers |
have spoken with are Puerto Rican, individuals of virtually any et@nemgage in the
performance of Salsa. This includes a large number of Europeaneamse (Anglos) and very
few Cubans. Interestingly, there are no African-Americansvadim the networks | have
examined. In the past, a few African-Americans were acliteere are particularities to the
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networks of salsa performers that actually make it difficodtAfrican-American performers to
join the ranks of salseros. The networks will be the primary theme of the nextrchapte

Of the individuals who figure in my research, there are 37 PuecmRi eight Cubans,
four Bolivians, two Columbians, two Hondurans, and one Peruvian, Dominican, aadd&an.
Carlos, the conga player, is an anomaly as his family is actiralih Guyana. Yet, Carlos
portrays himself as Puerto Rican or Latino. All except one oPmgrto Rican informants were
born in the United States. My particular sample shows the nearcabseDominicans and a low
number of Colombians. Dominicans and Colombians playing Salsa, howevarpee common
than my research suggests, and many of these two ethnicitiengeatially connected to the
networks with which | am involved. Cubans are not the second most proretheit group
playing Salsa; white performers of European descent aree Hne 12 Anglo performers who
figure into my study and | frequently encounter other Anglo musiaidrs have spent time as
salsa performers in my non-Latin musical activities.

Salsa pays modestly. A performer can expect anywhere from$&Da performance
with the lower end of the pay scale more probable. At best, sadstros can expect to earn
$2600 to $5200 a year from performing. Even if the individual is lucky entughrn $150 a
gig and is able to do two gigs a week, this is far fromiag wage. Few musicians derive their
wages strictly from performance. The vast majority maistaome sort of “day job,” their
primary source of income.

Latino performers tend to fall into three categories. Firstetlaee the men who have
traditional working class jobs such as truck drivers, warehouseevgpr&nd manual laborers.
This is the most common category of day jobs. Miguel's brother, Johiniwes a truck. Radl
does construction, so do Pedro, the singer, Raul, the bongo player, and,CGharkimbale
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player. Even Peter, the conga player, will work from time taetim construction. Fernando
makes tools. Carlos works at an auto plant. Cheo delivers auto pavid. dgdivers office
supplies. All of this work is subject to periods of underemployraadtrarely comes with health
benefits. These jobs permit flexible schedules, allowing the musiciansotipegform.

Second, there are the men who work as police officers, firemen, ematysguards and
in other civil service types of jobs. Jesls became a firemigrmonths before his 8%birthday.
As he had told me, thirty-five was the cut-off age for hirimgakie for the Newark Department
Paul, an Anglo salsero, worked as a private investigator for Aldsiir Two of my informants
are police officers. While the salaries for these jobs aree mignificant than those of an auto
parts store worker, the wages are still limited in comparisaihé more formally middle and
upper-class occupations. These latter jobs interfere with pexfmenschedules. The police
officers find it difficult to continue their musical activitiesd often have to stop performing due
to the demands of their job. Jesus has been able to trade shiftshwitHiremen so that he can
perform, but most of his work comes through Miguel. Since Miguel naistgmificantly less
work than he had in the past, the pressure on Jesus to performags gretat anymore. He has
not sought out a new band with which to play.

Thirdly, a space exists for skilled and trained musicians who rptefenake music—
though not necessarily performance—their full time profession. Msalgeros are music
educators. In fact, no single profession is more represented iesegrch. Individuals dedicated
to developing their skills as musicians may study music at the collégyvaie Apparently from a
sense of practicality, these players earn degrees andce#idii as teachers. This in turns allows
them to develop the skills to take advantage of other aspects ofshénshustry, such as writing
arrangements and running rehearsals. Often, these actiwitleseceive a nominal wage in
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return. This wage, though, will be less than the fee for performing.

Juan Pedro, Frankie, Jose, Ramon, Steve, and Carl all work as mustorsdédthough
Ricky, in Jersey City, and Jose, in West New York, work as psbhool teachers, they do not
teach music. Others musicians tangentially involved with JualhroPalso work as music
educators in either the Newark School System or in one of the school systemsan Bodsty.
This work generally pays well. In fact, New Jersey continuahks among the highest paying
school districts in the United States. In 2004-05, New Jerseydahkd in the nation for its
average teacher salary of $56,635 with a starting salary of $38,4€& doy a teacher with a
bachelor's degree (“New Jersey Ranks”). This work in educatieanpatsvides the performers
with ample vacation time. They may dedicate this time toopmihg, rehearsing, networking,
or working on their personal skills as musicians.

Even the musicians who derive their wages mostly from perfgrmih often do some
type of teaching. Peter works at Juan Pedro’s studio fouralayeek teaching children to play
percussion and leading the workshops for more advanced students. Like msasams who
earn the bulk of their incomes from performing, Peter needs toaplayiety of styles of music
in order to support himself. In 2005, his most frequent high paying work—esmking over
$300 a performance—came from performing percussion alongsidered band. He is hired
to supplement the DJ in order to provide a live performance elaéméhée DJ’s pre-recorded
music. This is mostly done in the context of contemporary dance musiglish, such as R&B,
Hip-Hop, and other similar genres. This performance shift is a depdrom past years when
Peter performed mostly Salsa.

Ramén, probably the most successful salsero in my study, is ohe f&w people who
can support himself almost exclusively through performing, and kgdrom time to time takes
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a position teaching music in the Newark School System. At age 5%rRelaimed to lack the
patience to negotiate the politics involved in the school system, salked out of a full-time,
tenured teaching job in the fall of 2003 because he didn’'t get aldhdhisisupervisor. Of all of
my informants, only Ramoén has enough performance opportunities to quit yhimkdand
maintain a middle-class standard of living. And yet in the sunoh&005, Ramén secured
himself another full-time teaching position in Newark. He saldaVe to. | can’t quit anymore.
| need eight more years in order to get my 25 years and myopeénBamon’s pension will
include lifetime health insurance coverage.

The majority of musicians who seek to earn their incomes exelysrom performance
are the Anglos. Non-Latinos have been involved with Salsa gsmoeeption; hence, there is no
novelty to an English speaking non-Latino playing the music. The raosius of non-Latinos
in Salsa is the pianist Larry Harlow, sometimes referreastéThe Marvelous Jew.” However
many young musicians, often holding music degrees in jazz perfogmalay or have played in
salsa bands, cumbia bands, and merengue groups. Most often they areakers. glhese
musicians play their instruments well and read music. Withdettadg the overall “Latin-ness”
of the group, the Anglos fill the needed slots a band may havérdivdbone or sax player is
difficult to find for a particular gig. At one point, Miguel had foinglos in his group. People
who saw the band frequently would tease him by calling the grougu8and the gringos” or
“Miguel and the white guys.”

These Anglo musicians often seek out salsa bands for perforneapeeience. The
music values real trumpets and saxophones, as opposed to electrondtticepns of these
instruments. Therefore a trombone player feels more welcomedsiodhtiext. There also may
be more work available for a trombone player performing ghksa for playing rock or dance
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music. The trombone, notoriously, is the butt of many jokes in Amenasic, but these jokes
do not translate in a salsa contéxt

Even though Anglos Paul and Mike, trumpet players in Miguel’'s balag, Salsa as an
outlet from their own group that played 1940s American Big Band musast Anglo
performers are involved in a more complicated process. The giglsare a steppingstone to
other gigs and a source of networking, especially playing Armerveddings. Once the wedding
work is secured, the players rarely return to Salsa. Ameraadings pay on average $300 or
more. Salsa at best pays half that. Fred, the trumpet plageld wlay more wedding gigs if he
could get them, but his true love is playidg-Bop Lenny is one of the few Anglos who prefers
work as a salsero. He is also one of the few Anglos who madefftre to become fluent in
Spanish.

Few of the men participate in work in the service sectbeoCthe conga player, does
computer work, mostly data processing. Rikki works retail but will leaventbek and become a
schoolteacher once he finishes his undergraduate degree and obtdficatcert Carlos, the
bongo player, worked in an insurance company but lost his job after 9-Hibffice was
located in the World Trade Center. He too has now become an eduabmgescience in the
Paterson School System. No other men in my study have engagedvice ssector work.
Women, however, frequently occupy this space. It is also rarevdonen to have roles in

performance other than in traditional female roles.

32 0one day with Ricky, Jesse, and Juan Pedro, la@dmmon trombone-player joke: “What’s the
difference between a dead snake in the road aedd tlombone player? The snake was on his wagig!'a
Rather than the anticipated giggling and commeht®b, that’'s bad!”, my joke was received with skand
“Better not tell Ramodn that joke!” Ramén, howeweas fully aware of the trombone player jokes anthtbthem
funny. He responded to the trombone player jokéeliyng another: “How do you get a trombone platgeturn
down? Take away his chart!”
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Women in Salsa
While in New York City groups exist made up primarily, and evenlusively, of
women, these types of groups are far more unusual at the neighboelrebdQ@roups of all
women tend to be specialty acts obtaining work partially based on theiergeovelty. They can
certainly play at a highly skilled level, but their gender is Igusticed and commented on
before their musical abilities. One Anglo woman I've spoken to whygspllaite in salsa and
Latin jazz bands is more acquainted with various Latin Americasiaal styles than the
majority of the salseros | have met. She is well versa¢eimezuelan music, Colombian music,
and Cuban music, all in addition to Salsa. Kim, now in her early 504, demsonstrate a
competency for Latin music well above and beyond that of many dfatn@o men who play in
the local groups. She also must tolerate male behaviors, such asngwemoking, and
occasionally excessive drinking. The men might not be inclined to showemvamho are
potentially romantic partners these behaviors.
| asked Kim about aggressive guys propositioning her. She respondet ubaally

wasn’t a problem because her immediate use of words like ™fuckcunt” defused potential
tensions. The onus was on her to let the guys know they could be iesnsad in turn the
men usually treated her as a musical equal and fellow bandenearious musicians
propositioned her from time to time. Since she was married thnmagt of her musical career,
other musicians tended to respect her marriage and usually didreoe fer. The more difficult
situation occurred when men acted as if she was less intelttgamthey or when they tried to
dominate a performance situation. They might treat her as ivehe incapable of dealing with
issues such as how to get a gig or where to put her amplifienai steeped in notions of
machismo might feel it was his responsibility to control theseds for her and, thus, control her
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by default. Men like this angered Kim because they werenigeagr as if she was incapable of
handling ordinary tasks. She then explained to them, sometimesy/atigtilshe could take care
of herself. She would threaten to quit a group if a particular gliynai relent. Sometimes she
did have to quit groups.

Kim was perceived of as attractive. Another woman who played tnoeydonda, was
perceived of as physically unattractive. An overweight womareireharly 40s who could drink
as much as any average salsero, Linda was a jazz musloiaplayed trombone and, like other
jazz musicians, enjoyed playing Salsa for the music, to peatier skills, and to work as a
trombone player. The suggestion was that Linda was a lesbiao éinel sien treated her like a
man. She was not a lesbian, but she fit what the Latinos thoughto&tisactive or unfeminine.
Linda sometimes had difficulty finding work with good bands and was qfteying with less
skilled groups or in situations where she was primarily plagogbia or Merengue and not
Salsa. Linda now draws most of her performance work from playingridéen weddings; Kim,
from performing Latin Jazz. These women are highly skilledh Baemen hold day jobs as
music schoolteachers and both women are Anglo-Americans.

Opportunities are different for Latinos. | met a teenage womanwasothe daughter of
Miguel’'s friends. Maria was a pianist, skilled at playingsslical music. She could read music
well, but at age 15 she did not know how to play Salsa or Jazz and didvedh&askills to play
music simply by hearing it. Her parents respected me pmrast and knew that | was an

educator of some kirid so they asked me what Maria could do to learn to play Salsd. |

33 |n most cases, when | told people that | taugiRwgers University--which was only five miles from
where they live--and that | was finishing my PhEeyt assumed | meant that | was a music teacheimas, it was
easier to let them continue to believe this rathgrain what cultural anthropology was. Interviewvinas difficult
at times because the musicians would sometimds ddttdifferent aspects of the history of sal$anking that this
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course, gave the accurate and standard answer of “Listeristo &al try to imitate what she
hears on the recordings,” but | also made the other accurdtstandard response of “And if
there is a group she can play with...maybe there’s something athbel where they have a
salsa band for the kids to play in.” | knew that Juan Pedro, Jose, Rand@thers had tried to
establish salsa bands at their schools for their students. Haetpaesponded: “Oh no! We
don't trust the boys. You don’t know what they will do!” To Maria’s grés, it would not be
appropriate behavior for a young girl to play in a band with youngsnalasked Juan Pedro
about this and he added: “You know, Roberto...you can’'t have your daughtgndgaround
with so many boys...You don’t sleep at night!” While young Latinosrofberform in a high
school group and their parents may be very supportive, the young Latnast encouraged to
pursue this activity. Consequently, some Latinas who are equdbyeased as teenage boys, if
not more so, are not directed towards playing Salsa. This iseaserr why there are so few
women working as instrumentalists.

Juan Pedro himself has two daughters ages 21 and 23. The older ab #rmgdys music
but has no real musical ability. The younger, Jenna, works in her'satmdemy and takes
percussion lessons with Peter. The musicians associated with ddiemaford Jenna special
status. For no reason other than respect for Juan Pedro, not oceamusll proposition the
girl, and she is seen as strictly unavailable to them. If somease@pproached her, and | am
inclined to believe that this has not happened, no one will ever talk about it.

It is more common for women to be active as singers not as irgttalists. Salsa is, of

course, filled with women who have become notable singers—Celia &wliZ.a India, for

is what | was after because they saw me as a ransito them, musicians write about music, not utban
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example—and local groups who want to perform Cruz’ or La India’s rrabtsill seek out
women who can sing the lead parts of their songs. In order to produrepliched harmony
parts, women often have roles singeigprro. Juan Pedro auditioned two women for his band.
One was the sister of one of the lead singers and was dig@ltgagiven the same “hands off”
status as Juan Pedro’s daughters. Another was a nineteen-yedreolthd been a high school
student of Juan Pedro’s. Juan Pedro directly told the band that he prbwrgearents that the
guys would not touch her. The nineteen-year-old did not last becaus@dstievant to attend
regular rehearsals. Jesse’s sister had a young child andoalsbnot make regular rehearsals.
Miguel tried a female singer for one gig and her boyfrieradle his presence quite known to the
band members. After two rehearsals and one gig, Miguel got annoyad boy friend and
decided it was not worth the trouble to have the woman in his group.

Some other women may be active as dancers accompanying tloganmsisn stage or as
a dance team that may perform in front of the band. The differeere is usually a matter of
developed skill and professionalism. Women who may dance on stagéeviihrtd are likely to
be considered as very attractive and will dress in a provocatimeenal hey may be perceived
as “loose” or available, but this certainly may not be the CHsis. dance work is somewhat
limited and their compensation is always lower than that of the musical perform

Dancers who perform in front of the band, not on stage, but on the faacitself, are
apt to be highly skilled professional dancers, usually a mawantan team. They will perform
routines they have rehearsed and may teach members of the audience neteganthey may
also use these situations to promote their own dancing school or performancesiarieess are
not part of the band per se, but rather independent performers whzencaptracted to perform
with the band. It is necessary for these dancers to have skisegthan that of the audience.
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For many of the professional dancers, dancing salsa is partrepertoire of activities. One
woman | met, Gabriella, was a professional dancer who startexhtesr with salsa bands. Now
the majority of her work comes as a nationally recognized Hip-&iancer, performing in Las
Vegas shows or dancing alongside Jennifer Lopez.

Three points can be made from these stories of Latinas in SglSdiere is a perception
that women who will perform with bands are automatically aval&bimen, 2) The men cannot
control themselves and will always proposition the women, and 3) ©heew have no agency
for rebuking the men. To these three points Jenna or Gabriella respondeal nesoundingly
sarcastic “I don’t think so....” These young women have experiencesl antsnomy and do not
identify with the restrictions in the same way as the older generation.

Most of the women performing with bands, as singers or as dankecsecto sing or to
dance for the same reasons that a trumpet player plays th&heymare drawn to this work and
have the talent to do it. They are not motivated to perform sirogytertain men and certainly
not because they are prostitutes or strippers. However, theoppencef the women as loose or
available to some extent exists. | have spoken with a womanri6Osewho wanted to be a
professional dancer when she was younger, but her mother would owtthi$ because the
dancers were thought to be whores.

A transition is in motion. In Latin communities, perceptions of wonienthe
entertainment industries and of independent women in general pessiseirg sexually
available. However, many people, both men and women, clearly know thisencase. In the
context of traditional Latino culture where machismo is commonplaceien come under the
control and domination of their fathers and their husbands. In the more modern udsan #re
last few decades, this lack of autonomy has been challengedaarydmen and women do not
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subscribe to such practices, and yet many still do. A transgiam motion where the Puerto
Rican community is becoming far more accepting of the ideaomhen as the equals and as
being able to make their own decisions. Nevertheless, this toandid express their
independence and/or sexuality is far from complete.

Facilitating this transition is the fact that many womea ia the labor force and their
work is needed as part of a family’s economic strategy. Juam’Bedife, Anna, exemplifies
this. First, in the context of the economic strategies of harlffa Anna works as a school
secretary. Second, she also tends to most of the administrativéeandl cuties required by
Juan’s academy. Juan’s youngest daughter also does thislohika In the beginning of
2005, Juan and Anna hired another woman to take over Anna’s duties at theyacadea’s
role in the business diminished throughout the year, though in reaitigdtsed her from being
there six days a week to only four. While Anna’s role in thehieg studio is one of
supplemental labor compared to Juan Pedro’s, her regular job isveatggipplemental status.
This too echoes the transition. In the past, many women in Latino goims—and some
Latinas in the present—might refer to their wage earning @esvas “helping their husband”
(Fernandez-Kelly&Garcia, 1990, pp.130-149; Grasmuck&Pessar, 1991, p.155). This phra
allows their husbands to retain the title of “breadwinner.” Howebhere is a trend away from
this belief. Anna’s work as an administrative assistant negpyals her husband’s. Juan Pedro
acknowledges her work and she does not present herself as doing supgdl@ek. Together,
Juan Pedro and Anna provide for their family and themselves. This ackigondat of her
economic value may generally be rare among families and Ig &kgign of her family’s social
mobility. This does, however, contradict Grasmuck’s and Pessaggestion that middle-class
women in Dominican and Cuban communities become more regulated to thstidesphlere
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than working-class women (1991, p.154). It is also worth noting that while does not refer
to her work as “helping,” Juan Pedro represents her work in that mahreeuldn’'t do it
without her” or “She helps so much.” He appreciates his wife'sifgignt efforts and would
expect his daughters to seek careers if they so wished, bwctheéhdt his wife needs to work
may threaten his masculinity slightly as he cannot claifmetthe sole provider for the family.
This is not a prominent feature in his discourse. Virtually athefmarried men in my research
have working wives, so there appears to be a general accemdneerking women.
Nevertheless, the men know of the older generations, especiallyhviAtierto Rico, where
husbands were the sole breadwinners and women remained in the houssknbideglgement
of this cultural change probably threatens the men somewhat eve @y know it is for the
better in most cases.

Another role for women in Salsa speaks to the transition. Womeroostimes take on
roles as journalists or promoters focusing on Salsa. When | wag pgeliminary research for
my project, | met a woman in her 50s who had been writing aboud &aisdecades. She
managed acts and promoted various concerts. When | told hemtasitwriting about Salsa, and
at the time | thought | might focus more on the 1970s than on recant@aces, she said: “You
weren't there. | was there and | don’t remember you.” | expdiaihat | turned eight at the end of
1975. | had made no claims to having been present for any Héctor Lavestsanche fabled
performance of the Fania All Stars at Yankee Stadium on Adgtisn 1973. At first, she was
defensive that | was exploring the history of Salsa. Her defress may have had much to do
with the fact that | am not a Latino. She quickly dropped her antsgonhen | said | had taken
piano lessons with Chico Mendoza and that | was an anthropologist whiedvto better
describe what life was like for the performers of Salsa.
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“Robert,” she said, “You know the musicians read the books that these people write about
us and they say to me...We don’t see ourselves in their books. You dtéebetter job than
these others....” She then continued telling stories of how much she adoteghe, an older
pre-salsa Cuban singer who met with a tragic end as a ofsuadtaine abuse. The woman felt
that Pattie LaBelle, and then Madonna, essentially stole Ladagé She related to me how
when she was in her early 20s she looked like a young teenageraSh&éetor Lavoe’s friend
and Lavoe never made any sexual advances towards her. The musicians in the 193 @dtevoke
her and none of them “hit on” her. This woman is currently a proraotestill helps the “stars”
of the 70s whenever she can.

Others

Club owners and their employees, not just performers, are suppgrtealda. Bars and
clubs hire salsa bands to attract larger crowds. Caterliggdmal other restaurants may benefit.
Some people derive employment through providing and working sound sy$bengroups.
Young people may get work helping the group to carry and set-upeiipgiipment. An entire
infrastructure is generated around Salsa.

Local clubs come and go. In and around Newark at least fifteen lasdtlbas present
Salsa at any given time, but some clubs | performed at in 199%0tlielxist when my research
began in 2004. Some clubs switch their performance schedules aroundctadédfeeent Latino
ethnic groups. Once when David was trying to secure a pemocenshe club decided not to
have Salsa or Latin Jazz. He related, “They told me thatdiadeyt want bands anymore. They
just want to play Mexican music so the Mexicans will come spehd their entire pay check on
Friday and Saturday night.”

Some club owners cannot afford to pay large salsa bands and sonexypevith smaller
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groups that rely on electronic reproductions of some instrumentaista the percussionist. A
three-piece group can charge far less for a performance angagan variety of Latin styles
more easily than a larger band that needs to rehearse and coecadiapertoire with 15 people.
These groups, however, do not always satisfy the audience seeking an dstubh&a

Several individuals have been able to maintain small recording stédadsse friend of
Juan Pedro’s, Alberto, has operated a small studio in his basemevefot5 years. He has
recorded several Salsa bands and several other groups playing Rigan guitar music. The
income drawn from the studio supplements his performance income, whitie ¢ass than that
of others since he plays guitar and has not played continuously algh Bands. However,
unlike most home-based recording studios in th& @&htury, his recording technology is not
computer based. His technology stems from around 1990, or earlier, ayahria afford to
modernize his studio. Consequently, he has recorded fewer salsa bands ineaaseiithe salsa
bands gravitate to the more modernly equipped studios. At the time oésagrch, more of
Alberto’s business came from musicians playing Puerto Ricanguitar music. These men are
often migrants directly from Puerto Rico. Since my researébcissed on Salsa, | have not had
the opportunity to follow through on why this may be, though | have myrgstgons. The guitar
bands gravitated to Alberto’s studio because they were atir&othis experience with their
genre, not because the clientele was accustomed to older technology.

What Can Be Earned

Most bands claim to charge $1500-$2000 for a performance, but mamewdim for
less, even less than $1000. Bandleaders are traditionally silentwombioh each individual
performer is earning and what the band may be earning in totalisTdisie to avoid animosity
between band members or a general mutiny by the band againsiates. [When the total
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payment is high, the pay to the individual band members will be moré. é¢tpiaever, as the

pay increases, the bandleader will claim more. This is uspesiified through claims that the
bandleader is the person who has organized the group, invested in thesgstamd, and

contracted the performance. Miguel’'s sound system is comprisettofology that is over 10
years old. Juan Pedro uses current technology that has require@ aigmiiicant investment.
Regardless, bandleaders prefer not to discuss the overall fethehband is receiving for a
particular performance and, therefore, the band members themset/earely aware of what
this figure is.

In New York City and urban New Jersey, a performance pays about $El®G@ofor
each performer. This figure has not significantly changed in tarsy& addition, there is a bit
of a sliding scale. Singers frequently get paid the most, fotldvyepianists and bassists, then
horn players, and finally the percussionist or any other auxitiarformer. It is common for a
singer to walk away from a gig having earned $200 while eugsionist has earned $75. The
differences are somewhat related to skill level and avathabof performers on a given
instrument. Singers are integral to the performance becaukeiofisibility and for the simple
fact that it is difficult to find quality singers.

Percussionists are also an integral part and the best earacasas the finest singers.
However, there is no shortage of mediocre percussionists. A nhumbatid men, especially
among Puerto Ricans and Cubans, claim to be able to play congas, bomjos timbales.
Playing these instruments may be an expression of Latino eagithey are often considered
the most Latin of all instruments. This situation creates meadadility of percussionists than
of other instrumentalists.

Singers and percussionists are almost exclusively Puerto Ridawaking class, much
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like the audience. Quality singers are difficult to find and thmesst have a strong command of
Spanish. This is potentially problematic in New York and/or in Newsey as many Latinos
have grown up in a bi-lingual environment but are more dominate in Erlgashin Spanish.
The linguistic skills, however, are a symbol of authenticity. Theyssionists are required to
know specific Latino rhythms and, therefore, they possess knowledgestlspecifically
Latino—though potentially more specifically Cuban than Puerto Rican.aAresult, the
percussionists also have unquestionable authenticity in the performandehdtomy of
compensation exists among those who claim the greatest amourheftauity: The singer gets
the most and percussionist gets the least. This creates animosity and mistrust

Juan Pedro does not follow this rule. Juan’s singers are young amenieeced. His
percussionists are not. Juan refers to his instrumentabistveterans and has paid them slightly
more than his inexperienced singers. Overall, it is Juaréation to pay everyone in the group
the same, but this has not happened for every performance.

A successful group will perform anywhere from 26-52, or even ngigs per year.
Many groups and individuals do far less. Miguel, at the height of his dgmupularity
approached 26 gigs in 1998. Through their own networks, some individuals eute alerform
more by working with multiple groups. This is not always easydd since the primary
performance night is Saturday and, in most cases, an individuahbaperform with one group
per night.

lllegal Drugs

A few of my informants have mentioned another form of compensatittmgyeaid in

34 Including the percussionists.
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cocaine. This has never been articulated as a current phenomenanit rateaid in passing or
as something they heard or something that they experienced veyendre “young and stupid.”
It is unclear if the men were referring to experiences tiy in the 1970s, the 1980s or the
1990s, but clearly they were not talking about events that occurrbdiimptesent lives. | have
rarely seen musicians using cocaine. When it did occur, it wascasual context and did not
represent any strong patterns of behavior. Instead my inforntddtsé cautionary tales about
how people indulged in various drug-related behaviors and eventually lost themselwgsto dr

While some of the performers may indulge in recreational drugsthese are fewer
than those who drink, the salsa performance does not usually connefdrteal economies
such as the drug trade. Drug dealers may frequent salsanpenfoes, but they are almost never
connected to the band itself. Rather, the party atmosphere gketf@mance may create an
appealing situation for a drug dealer to move his product and, thenéfsrmore the bar or club
itself that attracts the individual dealer rather than any kdadever, since the musicians and
the drug dealers often appear in the same general spaceat@ms®detween the drug dealers
and the musicians are inferred. This assumption is rarely trusiclns themselves do not
indulge in these activities any more, or less, than the members of the audience.

Prestige

There is also another factor in the compensation for the perigcenprestige. Certainly,
in a performance situation, the musicians are the center ofiattetherefore recognizable in the
community. However, people also gain local recognition when theynateperforming.
Musicians are valued by other community members not only for téleint and skill but also
because of their role in the reproduction of Latino ethnicity. Tiegial status for the musician
leads, in turn, to respect. Prestige also results in free aleotudbr other drugs, in women
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willing to talk or flirt with the men, and in networking for othkinds of employment. The
prestige can offset some of the stress of living an urban wodkasg life, but it is not an act of
resistance or even a conscious, coping strategy.

Radul, the timbale player, had taken percussion lessons with Chartgbemtimbale
player. Charles is a far more accomplished percussionist than iHest locally revered as a
musician and is accorded a high level of respect by all who knowMidren Raul found out |
was performing with Charles, he praised Charles nonstop. Thigegksal other musicians
echoing Raul’'s praise for Charles. Charles has been thecniticsdl and intimidating of all my
informants regarding my playing of Salsa. Early in our assoniat understood that Charles’
criticism warranted listening to closely.

Many people in Newark’s North Ward recognize Juan Pedro. His scd@ @ducator for
the last 20 years has acquainted him with many families imelghborhood. For a while, he
was the music director for one of the local Catholic churchesptisaided Spanish language
masses. His private school now attracts Latinos from all ovéneastern New Jersey. He feels
that he is a role model for many kids in Newark. He has grown upeisame neighborhood as
they and has used music to take himself out of the working-clatie gimel into a more middle-
class standing in the nearby suburbs. On the many gigs webdwemed together over the last
several years, | have seen him unexpectedly meet others whgnimr@and respect him. His
general character is that of a kind, responsible, and ethical Tas.accentuates the respect he
is afforded.

Miguel, the bandleader, lives a harder life than Juan Pedro. He doesvmdtis own
home. He does not have a college education. His day job is that of aht®qqgsitions have
been in nursing homes, at lunch counters, and in small bars. He thenbead chef at an
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expensive restaurant and will likely never be one, but his work as a salddvaralleader places
him in a position where he has worked with the political elite of Newark. He teoagmized on
the street for his activities as a musician. People seek hiasauperformer or bandleader. This
provides him with a sense of personal importance that he otherwidd Wind lacking in his
working-class, inner-city life.

Using the Income

All of this salsa activity operates outside of any regulatdggncy. This is an informal
economy. At the local level, this is a cash business. Wages aneémayamne rarely reported to
the IRS. Some musicians perform for years without knowing each’'sotlhst name, making
reports of payments on taxes impossible. 1099 forms are not distriBot@dl security numbers
are not exchanged. To some extent this is a self-contained egonbenefore, it is important to
recognize that Salsa is not exactly a grassroots movenmené wivil society dictates how Salsa
exists on the national and international stage. | will explore the larger @mdcapitalized music
industry in a later chapter.

As this money remains in the informal economy, the money itsedften viewed like
disposable income. For less professional performers, the moneyemnsgyenmt the same night of
a gig on alcohol, narcotics, or women. Less professional performeysviea the salsa
performance as their opportunity to party for the night. Sincerthggtting paid in cash, the
performers often hide the income from their wives or girlfrieq#ople who may prefer the
money put to more practical uses. Some wives will know precishbt their husbands are
doing. Anna is aware of with whom Juan is performing. Most women Krawmuch money
the bandleaders pay. Another informant told me this about his ¥&fee knows...if I'm playing
with Frankie. She says, ‘Him? We need milk for the baby"nif playing with Tito, she says,
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‘Oh...maybe we can go to that new restaurant on Sunday.”” When Miguel's band veampeyf
frequently, Carlos would count on the money from the gig to use aloavance to spend over
the course of the week. Jose would give all of his gig money to ifestie moment he got
home. David did the same.
Conclusion

Salsa is often a part-time affair where the performexdast described as working class.
While this is partially the result of the fact that my stutbcuses on working-class
neighborhoods, | have never encountered a lawyer or a doctor plajgsgy SSalseros work in a
wide variety of professions, but many men have become teachemma& kind. Aside from
myself, Ramon is the only salsero | have ever met who has taugiiege level course. In the
summer of 2004, he taught a music appreciation class at aclomahunity college. Gender
differentiation has maintained many traditional attitudes of geimeéguality, but some of these
are also challenged. However, an occupational segregation of a kind doestexehlgenders.

While Salsa is an economic force, it is limited. Rarely ddssa support a musician and
even more rarely a family. The owners of salsa clubs, nevesthedand to earn more than the
performers, but this too is unreliable. With the frequency of venuesglos changing owners,
owning a club is risky business. Salsa likely does more to kepluswapital circulating within
a neighborhood than it facilitates any one performer accumublatadih. Salsa is more than an
economic force and the compensation it provides goes beyond that &f Batga may do more
to create ties among men within—and between—communities thaovides income. | will

now focus on this issue.

82



Chapter 5
Networ ks of Salsa

Performance is the goal of any salsa band or salsero. Parfoenis employment. It is
the main wage earning work and the main avenue by which perfgeaerate local prestige
both from the general audience and from other performers. Howergrfew salsa groups are
able to garner enough work for their members to draw a steage, Wwa it supplementary or
primary income. While salsa groups can become locally knownua#,andividual performers
are inclined to shift between groups and to work with a variebands. By doing so, musicians
can generate a more consistent income, practice their skitisnt of an audience, and establish
a reputation as a performer. How, then, does a person get work, especially wilkergrdups?

While many groups act like small businesses for the group ledderperformers
themselves do not take this approach. The performers are orgartzedvariety of networks.
These networks tend to fall into two different categories. Hastjlial networks are generally
based around kin and fictive kin relationships. Second, networks are based amotmd
professional relationships. These two forms of networks can overlapmastians often
maintain both types of networks. Either network may be the maibursme individuals exist
in both equally. While the two networks create opportunities, tensions are geraratell.

Member s of the Groups

The most common misconception about musical groups by both the fans rtitalgra
genre and by academics writing textual analysis of musicalrpeafece is the notion that singers
are the most important musicians. There is, of course, an irateeminnection between singers
and the audience because the singers are the most visible gesfofime audience also tends to

focus on the lyrics of a song to one degree or another. | do not méawriplay the importance
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of the singers, but rather my intention is to draw attention toaittetliat the singers are not the
only performers on stage. Audience and academics will focus onattsec$ta group who are

primarily the singers although sometimes they are percussipaidiorn player, a pianist or a
bassist. However these “stars” will be one third of the group at best.

A salsa band, or salsa/cumbia/merengue band, often has three indiwvidosésmain job
is to sing but will also involve eight, ten, or even more instrumistgal A typical salsa band can
employ from 10-16 musicians. This includes three percussiotiste to five horn players,
piano, bass, and sometimes guitartres. In some cases, an instrumentalist may pull double
duty, playing both timbales and singing Chorro, or a chorro singgrphag cowbell orguiro.
This can reduce the number of musicians in a group.

Managing 15 musicians is a complicated task. Although this istipgetand relatively
informal work, performers may not be able to make a particelagarsal or job due to work,
family, or other personal or professional obligations. Any bandleasedls to know of multiple
individuals who can adequately fill the various roles, especiallg group is performing
frequently. This has led to a network style of organizing for thg@mty of groups. Musicians
will often know several other musicians and will recommend each @ihgigs. Just as some
instrumentalists perform with multiple bands, some chorro singemse group will sing lead in
another. The central figure in any particular group is the bandledde networks of
organization become cohesive around the bandleaders because theypaithdinusicians and
contracting performances.

Networks Based on Kin and Fictive Kin Relationships

Kin/fictive kin networks are likely to be a performer’s originatwork. These are

networks centered on brothers, cousins and, less commonly, fathersrsnd’ise fictive kin
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relationship is based on either men of similar ages who begin perforntingach other early in
life, as high school friends, for example, or it will extendrdividuals who have performed
with each other over long periods of time. Some men have perforitte@ach other in various
settings for over ten, if not twenty or thirty years. If theycome friends, the usual case, they
will often treat each other as fictive kin. Juan Pedro often states, “Ifanalia here, Roberto.”

At the local level, these kinds of fictive kin relationships are gadlyeconsidered
trustworthy, flexible, and familiar. “Trustworthy” here meahsattindividuals who know one
another well can assume that band members will show up to a pertama time and perform
to an expected level of proficiency. Performers who have asdidtin relationship with a
bandleader feel comfortable that they will get paid properly amelyi at the end of the
performance. Musicians are flexible in the sense that if a badelt does not have the correct
cash on hand to pay all of the performers at the end of the gig, usieiams with the more
familiar relationships are more willing to wait to be paid satags after the performance. In
addition, if a performer knows he will be late for a perfanoegg the fictive kin relations are
willing to compensate for this delay.

Once, when Miguel booked his band to perform at his sister's weddidgysRaved up
late because he had double-booked himself. His other gig was awalefrom the wedding
site. Raul thought he could slip out between sets at the weddingedothpat the other gig. He
did not know the wedding was for family. He was embarrassed whesaheed what he had
done and felt as if he had let his friends down. He knew he hddewup to the obligations of
his familial network. Miguel was momentarily upset, but the peréme continued without
incident.

Part of the definition of the fictive kin relationships is faanlrelations. This familiarity
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makes a person more comfortable in front of an audience. While sofoengs thrive on an
audience, others do not. To some, this is an anxiety-provoking scenaeofamiliarity of
having good friends around can potentially ease this stress. Johnayafople, had never sung
with any other band before joining his brother’s. While very talertelddnny experienced high
levels of stress before and during each gig, stress that wasiaye eased because the band
members were men whom he had known for years and who were supportive of him.

| have observed, at the lower echelons of Salsa, that some mssiianot perform
without friends in the band. The assumption is that friends look out ¢br egaer; however, in
reality this may not be the case. Friends will defend frien@gsguments with strangers. Friends
may be more inclined to forgive indiscretions. A friend may atetdsanother if one happens to
drink excessively at a particular performance. This reprimand, hows\g@ven a few days after
the actual performance and will be entertained only among fridrids pursuit of Salsa as a
leisure activity for friends and kin is often the impetus foy awusician to begin playing the
music.

Fictive kin relationships are often a performer’s entry intogatsl the kin relationships
feature prominently in the discourse of the bands. Miguel's band proaitigscal case where
kin and fictive kin relationships predominate. Although Miguel eventudlgcame the
bandleader, he did not begin in this position. In the early/mid 1980s, Jathas started the
group as an opportunity for his sons. Jesus played bass and his bretidie fplayed guitar.
Both men sang. Mr. Rodriguez acted as the bandleader, directimghtsarsals, choosing the
material for the group, and contracting the performances. Thiswasscious effort on his part
to provide his young sons, who had recently graduated from high schookatiithies other
than becoming involved in the urban street life of Newark in the mid 198a¢e it is unclear if
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helping his sons avoid the pitfalls of drug abuse was one of his doalsming of this group
coincides with the crack epidemic of the 1980s. Both Freddie and Jesdedathis temptation.
These men have had their share of self-destructive behaviosgghificant addictions have not
figured in their lives. They both currently live working-clase$ in Newark; violence and drug
abuse have not been their personal demons.

Mr. Rodriguez was a singer and percussionist who took it upon hitagekch his sons
to play Salsa. For the first year or so, they rehearsed rgguher young neighborhood men
participated in the group. These participants were acquaintascasll as older friends of Mr.
Rodriguez. Miguel a high school friend of Jesus’, joined the group at its inceptiomr. M
Rodriguez passed away in 1990. Jesus, Miguel and Carlos still spddakn with loyalty,
fondness, and respect. Apparently Mr. Rodriquez was a taskmaster aiuhi@ained the group
with a firm hand.

One story Jesus tells frequently illustrates precisely howaltier acted to protect his
sons. At one performance in the late 1980s, something shocking occhinkdesus tells both
to describe the outrageous event and to demonstrate his fathersiprotdlewark has long
been a place of urban violence and narco-trafficking and thessfbave a propensity to seep
into the daily lives of the people who live there. The conga playdre Rodriquez group had
substance abuse problems. This was largely hidden from the band. Duling @ansaction,
the conga player had been shorted money. The person who shorted hird shatva gig in the
late 1980s. The conga player, while on stage, drew a gun and thre&ismadrt. Mr. Rodriguez
diffused the event. Violence and police were avoided. The conga plagdired and replaced
by Carlos.

While the drama of this story makes it a good tale to tell giga-it is unusual for a
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salsero to be armed, rarer still to draw a weapon, and evensaodor this to happen while the
musician is on stage. This story highlights another factorb@rulife. The conga player’s self-
abusive behavior was ignored until it manifested itself into poteptialic violence. Such
behavior would not have been accepted if it had affected the gdagar’'s performance or
reliability. However, as long as these issues were not a prpbigoally any “bad behavior” he
was engaged in was tolerated. A public display of violence, howevenasceptable. This is
indicative of how most will react to another’s self-abusive bealravi“‘As long as it doesn’t
affect everyone else, it's your business and not mine.” Thigptauee is related to the depth of
the kin and fictive kin relationships. In the more professional netwtiksever, self-abusive
behaviors may be less tolerated. In no network is violence allows@rtUnately, a silence
surrounds domestic violence between husband and wife. Rumors about peopleuansest
men are willing to ignore the signs of these incidents in theinds’ marriages. This willful
ignorance appears to be a basic denial of one’s friend’s ability to actaallpit such an act.

As Mr. Rodriguez became ill, Miguel took over the duties of directiveggroup. He
began to contract work, run rehearsals, and choose material. Migoethose the personnel.
Freddie did not continue with the group for a variety of reasons. distar player, he did not
have a prominent role in the group, so he preferred to pursue playenp Rican guitar music
referred to adibaro, deriving from the rural areas of Puerto Rico. Another reason, | &ysyses
that Freddie strongly felt the loss of his father and could netienally continue in the group.
Carlos, older than the rest of the young men, joined towards the ethaos ©@aks 10-15 years
younger than he actually is. A dead ringer for a local Nkvpatitician who bares a strong
resemblance to Sammy Davis Jr., Carlos, to the surprise of msaagtually a veteran of the
Vietnam War. Carlos claims that Mr. Rodriguez had asked hilodlo after his sons once he

88



was gone. While Carlos never really “looked after” Jesus atdiethis association with Mr.
Rodriguez enhanced the notion of fictive kin between Carlos and Jeedsjd; and Miguel.
However, without Mr. Rodriguez as their leader, the group did noldagtafter his passing.
Miguel had other networks in which to work and Jesus and Carlos stoppatgdiar a short
time.

| met Carlos in the early 1990s when | was performing withatinLjazz group in
Newark. Carlos began coming to hear us regularly and eventualtymped with us when our
main congerocould not make it to a gig. This Latin jazz group was entire$gthan fictive kin
relationships as every member of the group had gone to music schetbletogWe performed
the music we had learned while in college. By 1994, Miguel wanteestarect the group and
Carlos suggested that | be the new pianist. | was brought in as a membdogfficive kin.

The re-formed group had to include Carlos and Jesus, but Miguel wantegate
something more professional. At the time, this meant littleentioan a group performing from
sheet music rather than one performing organically generatugaments of simple tunes “by
ear>.” Under Mr. Rodriguez, the group developed their arrangements éansi. This made it
difficult for a stranger to perform with the group becauseahiangements were not written
down. Miguel preferred to do more complex and better-known songs tpateck written
arrangements. Unable to read music, Jesus could no longer be théapassthough he would

continue singing Chorro. Another high school friend who could read musicarkesy, was

3 Playing “by ear” is the notion that musicians ptagong from hearing it and not from reading it from
sheet music. In this situation the lauded “perfstth” comes into play. Perfect Pitch is the abiti recognize what
a note is simply from hearing it. The majority ofisicians in the world do not haperfectpitch. Most musicians
can develop their ear and may have a very goocs#riselative pitch.” This occurs when musiciarmsdigure out
what a song/melody/chord progression is in relatioknowing what one note or chord is. Most musisihave this
skill.
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brought in to play bass, although he didn’t play well. In addition, the greaged a lead singer.
This is how Miguel’s older brother Johnny received the opportunity tovaiingthe band. Cheo,

the timbale player, and “Miguel the bongo player” were local dtom the neighborhood. The
trumpet player, another young neighborhood man, aspired to more poéssetworks. He

used the group as an opportunity to work on his arranging skills anclowaiacted by Miguel to

write 12 arrangements of tunes.

Cornel, who had played trombone with the same Latin jazz band as |, was included in this
group. Cornel is an African American and is the only non-Latinccah American with whom |
have ever performed Salsa. Cornel attended the rehearsals angeneaally treated with
respect; however, the ensemble wanted to perform a version‘@ahana Boat Song” which is
best known as Harry Belefonte’s calypso classic “Day-O.” Wned of the song had been
slightly changed and the song itself was far more Latin theypSo, but the lyrics included odd
references to Jamaica and loading boats with bananas. Cornel cedrteeme, “Great...now
we’re doing a racist song.” After the first gig, Miguel stoppédning Cornel, claiming that he
didn’t play Salsa well enough. Cornel confided in me that he didnit wveacontinue with the
group and he became a forgotten member, never to perform with thadeindlit's hard to say
if this situation was the result of racist tendencies amongitiscians. | asked Cornel if he had
felt it was, and he said “No, not directly,” but he did feel out of@l&ssentially, Cornel had no
potential fictive kin bonds with anyone besides me and | was motivatearn to play Salsa
better. Consequently, | was more focused on developing friendshiptheitither musicians in
the group.

Cornel played trombone. In much of American popular music, be ik Rod Roll, Jazz
or Country Music, the trombone is often unjustly the butt of many jdkeSalsa, though, the
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trombone is a revered instrument often valued more than trumpetxaphsaes, much the
opposite of what occurs in the jazz wafldA good trombone player is prized, but the group did
not value Cornel. | play the piano. A good pianist is highly prized amispsaare in high
demand. Whatever shortcomings | had as a performer were metvaritls of encouragement
and others helped me to become a better salsero. This was not the approach takene&lith Cor

Cheo, the timbale player, was strongly connected to Miguel and fla®ugh fictive kin
relationships but “Miguel the bongo player” was not. Cheo would often timknuch on gigs
and would, by the end of the night, play so loudly that it becamedchsiy to the rest of the
group. Since he was an old friend of Miguel’'s and Jesus’s, this loelveas largely tolerated. It
was certainly complained about and, as friends, Miguel and Jesus weakite him about this
issue. By 2000, Cheo had given up drinking, attended Church frequently, and stapped pl
Salsa. “Miguel the bongo player” had other substance abuse probldmh, caused him to
occasionally “nod off” while rehearsing. “Miguel the bongo playe&s kicked out of the group
within a year.

Professional Networks

Professional networks are slightly different. These networksarédased upon long-
standing friendships, although these relationships certainly deviiefead, these relationships
are built upon performing experience, skill, and money. Professiotabriks usually apply to
high-profile groups that perform outside of the local scene. The professional groups will
pay more and perform at more prestigious venues.

Better quality performances and higher pay will attract npedormers, making it far

3 Eor example, a trombone player jokes: What'ddifference between a chain saw and a trombone? A
Chain saw sounds good in a small group
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easier to fill the needed roles with more qualified individuals. htsrn makes it easier to fire
members who do not perform up to an anticipated level or who spend todimaddrinking or
exhibiting other “bad behaviors.” The level of professional netwark vary. Local bands rely
on professional networks when their kin networks cannot supply the npededmers. These
networks may connect to performers who play with national or international acts.

A major issue defining high-level networks is the differenceveen skill and talent.
Talent is internal and not something that can be learned.dtraw aptitude; in this case, for
music, it will vary greatly between people and even amonglyamembers. Developed skill is
another matter all together. There are multiple skills ne¢degractice the craft of music,
especially as a performer negotiating professional netwotksseTl skills include the ability to
read and write music. Writing arrangements—orchestrating a partpats of music for a band
of multiple players and instruments to perform—is a complicatddtsi&t comes with years of
practice, training, and trial and error. This is crucial fgpregsing the music people “hear in
their head” or what they imagine. It is also a means to geneon-performance musical work
in Salsa. Individuals who are highly skilled in writing arrangetsi€an earn additional income
by providing their services to various bandleaders. Reading is ietdenteing able to walk
into any performance situation and to play whatever is requiredlifReanusic and writing
music, to a lesser degree, are essential skills for fyctiviprofessional networks, except for
extraordinary players.

Within the context of professional networks, it is a given thatiaily all performers are
talented. | mean no disservice by stressing skill and craftravetalent. Both the talented and
the skilled have developed an aspect of the music obtained only bggokayd listening to a
particular genre extensively. We could call it the “feel” lo¢ tmusic. This aspect is crucial to
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performing Salsa properly. There is an analogous “feel’riually all forms of popular music,
often setting the skills of one genre apart from another. And,fget; does not truly define
anything, similar to other words: “groove,” “swing,” “spice\fire.” These words are as elusive
as “soul” or “cool.?’.

In creating a professionally oriented group, Juan Pedro has reqooexgblex
arrangements that are both well written and enjoyable for th@crans to play. Much of the
music is organized so that any musician can walk into atisitusvith Juan Pedro and perform
his music. In hiring a band member, Juan Pedro may prefer one haim\we has a familiar
relationship, but he will often settle for someone who is professional.

Juan Pedro’s group, overall, has tried to maintain a more professitiiiatle. It is
largely based on fictive kin relationships, and the men in the groeigargely connected to
several professional networks. Juan Pedro relies on his fictive latonships for his band
members, such as using his own college buddy, Jose, in the band, butrdedhasextend his
own network to bring in people who are more than just “neighborhood guyddimg so, Juan
Pedro has mostly used familiar ties to coerce skilled musigimsis group and the best of the
neighborhood guys.

Juan Pedro’s percussionists, Peter and another man named Cheo, haneagmnaes
including performances with some of the most well-known performetisei salsa world. These
are highly skilled men who perform music once a week at leasty &fee flexible in their

approaches and perform almost as much non-Salsa as they doT8alsawn networks have

afforded them the opportunities to tour the United States andvi indernationally performing

37 For a discussion of these with regard to the Afridanerican community, see Kelly 23-26.
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Salsa. In addition to the percussionists, Juan Pedro has also triadotporate a highly
respected trombone player in his group. Ramon continues to perform wittoghevell- known
and innovative Salsa and Latin jazz musicians from the pasta3®. &l of these three men can
read music and play multiple styles of music.

Peter and Ramén draw their primary incomes from the performance of musicGhbib
maintains a day job. Cheo’s children are younger than both Petel’®Ramon’s; therefore,
Cheo’s financial burden is greater to bear, although he doesn’t earn more money froitihamus
Peter does. When Peter and Ramon had to support younger childremotkeg a day job too.
These three men receive inquires for performance from peopl&ktiosy and from those they
don’t. They have established reputations beyond the confines of North Newark.

Experience is another key factor in defining professional netw®hes.more one plays,
the more performers one meets. Thus a performer earns a @puahighly experienced and
skilled musician will often get the opportunity to play with betb@nds—ones made up of
individuals at least as talented, skilled, and/or experienced asnuegeathe opportunity to earn
more for a performance. While a local performance may pay $100-&E50¢0n will be paid
more than $500 per performance.

Exceptions do exist. Singers are not required to have the skilisdding music. Singers
are able to survive and thrive on raw talent more than any othferrper. However, entrance
into highly skilled professional networks is usually easier fgoanger individual than for one
over 30. It is unlikely that a highly skilled band will take avr#8-year-old singer out on a tour,
and often this entrance level work will not be appealing. Thispays very little and a lifestyle
of traveling to a different city everyday, living out of a sustais often unappealing to an older
person. However, 43-year-olds do sing Chorro (backup) in salsa bande lexperienced in
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their roles or networks. Their reputations are solid and they atestaced to the lifestyle of
touring.
Race and Musical Networks

As | pointed out previously, African-Americans are largely abBent the kin networks,
while | was absorbed into fictive kin. The situation is slightfyedent in the more professional
networks. | have encountered several highly skilled and talentedaAfAmerican jazz
musicians who have worked frequently playing Salsa and other fofrSpanish-Caribbean
music. These relationships between the musicians and the groups iatained as highly
professional arrangements. Since the musicians strive to pdtiermusic at the highest level
possible, the bands pay them and welcome them. No African-Amgaeanmusician has
commented to me about racist feelings stemming from the grouppmaformants among the
Latinos never make racist jokes towards African-Americans, atleagt my presence.

However, only in the presence of African-Americans have | encadtay informants
professing how Latin music is derived from African traditions. Bsltelevision/film cameras,
journalists, or ethnomusicologists are present, this subject is des@rssed. While not an
openly racist discourse, there is a silence about the Africanlmdmin to Latin music. This is
certainly contradictory as many Latinos are dark skinned. Som@e engage in explicitly
African derived religious practices, specifically Santevithile “The Religion,” as Santeria is
informally called, has not been the focus of my study, some ohfoymants practice it. The
“African-ness” of Santeria is largely replaced in conveosaby its “Cuban-ness.” One of my
informants traveled to Cuba to be blessed by a major Santeroeintorglay specific drums in
religious rituals. Even though the Yuruban roots of Santeria angnzed, few—if any—salsa
musicians are traveling to Nigeria to study drums or culture. Instead, Cihlgagisal.
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| am sure that many of my informants, especially those whdipeathe religion, would
be upset at being called racist towards African-Americans.efiwb® are politically minded see
the obvious similarities between the struggles of African Amaescand Latinos in the United
States. However, the silence is deafening. | suspect that tlearAbrigins of Latin rhythms are
not brought up in my presence, or in the presence of other Anglos, éexfaosr acceptance
into the fictive kin relationships. The Latinos are not compelled kmatledge the African
traditions because they are comfortable enough with us to avoid bethgioguard. However,
while | know Black musicians who have played with salsa bandsn’t know salsa bands that
use Black musicians. While African-Americans and Latinos popule same neighborhoods,
African-Americans are missing from the fictive networks.

Gender and Musical Networks

Women are largely absent from these networks, especially tisebased on fictive kin.
While the salseros are young, it is uncommon for teenage duygirls to establish fictive
relationships. Interactions between young men and women are moamstiorand gendered.
Learning to play, listening to recordings, and practicing vocal tvaies do not occur informally
between young men and women. The boys are more concerned withsimpr@sd pursuing
the girls, and likewise, the girls. As stated earlier, par@m@seluctant to allow their 15-year-old,
unchaperoned daughters to hang around with a group of boys in a non-staieal activity.
This prevents networks of fictive kin from being established between men and women.

It is also improper for a man to casually call another man’s wifélfriend to talk about
music or gigs, just as it is socially inappropriate for a worttarcall a man under similar
circumstances. Yet, this is precisely what people do who shawerks. The casual activities
that occur to maintain and to utilize the networks might actualyniterpreted as romantic
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and/or sexual pursuit and cause tensions in personal relationshipgedMaomen who sing
Salsa may also be in situations where their husbands try to disthean from performing and,
therefore, from being on stage in the public sphere. Network aegibgtween single men and
women may also be interpreted as romantic and/or sexual pursititateos that either or both
parties wish to avoid.

Contrasts Between the Two Networks

The two types of networks certainly overlap and often mimaitcheother. The overlap
comes from the fact that all performers have some fidkive networks but not all have
professional ones. The mimicking often comes in the form of fictiwen&tworks trying to act as
professional networks and professional networks trying to maimtaghscourse of familial
connection.

Jesus, for example, has performed only with the group startedsbfather and then
taken over by Miguel. This group has disbanded and is at this poikelynio play together
again. Jesus has stopped performing Salsa. The group disbandety gmatialise Miguel and
Johnny clashed too often and eventually stopped speaking to each othiofitze reasons for
this sibling fighting had nothing to do with the band. Neverthelegmny often felt that he
should be paid more and that Miguel was keeping too much of the mon@ynk®lf. Since he
was a valuable singer, Miguel perhaps should have paid Johnny more.,Migweler, did not
always earn money on the band’s gigs and would occasionally takevehgre he earned no
money at all in order to keep the group working. At other times, NMigoeld earn $500 for
himself while paying the band members $100 or less. Miguel did &teolegwork of securing
gigs, like spending money on phone calls and investing money in soummmeqii If Miguel
paid Johnny a total of $1500 in 1998, Miguel likely would make $2000. As ther lehdee
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band, the extra $500 is relatively small compensation.

The band may have fallen apart because Miguel was not professianah. Miguel's
phone number changed frequently. As a result of bad credit, he could riat alo@ansistent
cellular telephone number and this cost him work. People who wantae tarhicould not find
him. In some situations, Miguel could not pay all of his band memletiseaend of gigs.
Eventually he owed money to many individuals; consequently, musio@henger wanted to
work with Miguel.

During the course of this research, Miguel and | had contracpeformance where we
provided a Latin jazz band to perform alongside a Newark cityhailmoian on a float in
Newark’s Portuguese Day Parade. | provided the band. We needeaslansisvho were able to
play Brazilian music, not Salsa, so it was necessary to useiamssoutside of our networks of
Salsa musicians. Miguel provided the sound system. This was notgiuimfie performing for
the Newark politicians and we knew that we would have to wait for dbmé months to collect
our money from the City of Newark. As we were both the bandleadetki$ performance, we
were both going to be compensated more than the rest of the band smemtherguys working
the sound system. Since we knew we had to wait months to be paidll@atecd more than the
average extra compensation. It was my responsibility to palyaih@ members, Miguel paid the
sound men. Although Miguel received payment from Newark three mon#rsaaft gig, he
never paid me. | paid $550 to the band members out of my own pocket. Conseddigniél
owed me about $800, $550 for the band and $250 for my work. In the long runhdimgn
compensated since Miguel had been a rich source of information for my research.

However, my other informants in Newark are well aware of Miguaction, thus
damaging his reputation. Jose, for example, claims that he wék meork with Miguel again
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because he owes him $100. This coupled with the fact that Miglhehsts me $800 reinforces
the idea of Miguel’s untrustworthiness. The hurtful aspect isNhgtiel and | maintained a
close familial tie.

Carlos suggested that Miguel had become threatened as my lfaimMigth Juan Pedro
increased. Juan Pedro went to high school with Miguel and Jesus. Biemgetfwith them from
time to time. If Miguel was in a jam and Fernando could not naagerformance, he would try
to pressure Juan Pedro to perform based on their fictive kinoredatp. Juan Pedro frequently
responded in a professional manner that was often interpreted bglNgarrogant. Juan Pedro
would be perfectly willing to come and perform for Miguel if hedpduan Pedro’s asking price,
which was about $50 more—50% more—than what Miguel would pay Fernando. ke ofte
didn’t have that money in the budget to pay Juan Pedro, and he certagmy g@ng to pay
Juan Pedro more than he was earning himself. This created anibeggigen Miguel and Juan
Pedro because Miguel felt that Juan Pedro should work with him lbasteir long-standing
familial tie. In the context of familial relationships, bandleadsyerce individuals to work with
them by applying pressure through their relationships as frido@s Pedro did not accept this
from Miguel.

As Juan Pedro began his own group, Miguel saw Juan Pedro as poteakialdy His
already diminishing work from him. Juan Pedro knew the same club swaner politicians as
Miguel and most of them preferred Juan Pedro’s greater professmonadWliguel stopped
returning my phone calls during the course of my research.

Juan Pedro treats his band members like fictive kin relationshgsvilH use this to
explain to band members why he may need to pay lower than standges or call sudden
rehearsals. Work is harder to come by for Salsa bands in 2004 and 20@5ntha in 1998 and
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1999 and Juan Pedro’s band rehearses far more than it performsmafidrs of rehearsing
without gigs, his band was becoming anxious. Juan Pedro tried tayptré band as a family
ideal to diffuse the tension. Consequently, Juan Pedro’s band has becamaf moretworking
center than anything else. Musicians come to rehearse, butrthabla to meet each other and
to find out where the potential work may be. The quality of thengements that Juan Pedro
uses is high enough to satisfy many skilled performers. This isuahasmong low-level salsa
bands. The high level of musicianship encourages the continual pditicigd high-level
players.

The guarantee of a piano player, even one with ulterior ethnognayatinces, facilitates
the continuation of the group as well. Piano players are in highrikerad, therefore, have
better access to performance work. It is unusual for a skilledsptantontinue rehearsing with a
mostly non-working band and extraordinary for one who says “Yes, tigt that” at every
suggestion.| was the piano player in this group, so | seldom refused a sathearimpromptu
get-together for the basic reason that this was the meamsiblg | have done my research.
Possibly were it not for the anthropologist, this group might not have lasted as lohgss i

Since many musicians maintain multiple networks, professional &itef kin,
obligations to one network or another can also cause tensions. Most gesfamst give
priority to their professional networks. These networks pay more aweprbetter performance
opportunities. These networks also usually perform at a highartiean the fictive kin ones, but
fictive kin networks may call on a friend to perform at timekesi when the friend is already
committed to a professional network gig or when he simply prefestay at home or go out
with his wife/girlfriend one night. The fictive kin network mayethengage in gossip about the
individual and generate feelings of resentment towards him. Thespiafial network may never
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phone an individual for another gig again if he turns down an offef lo& cancels a job to
perform with a lower level band. The latter of these scenarios Woehappen, though the
reverse may. One, however, may cancel on the familial netwgrrtorm for higher pay and a
higher profile performance space.

Within this area of tension, fictive kin groups sometimes minhie &ctivities of
professional networks, but it is largely a situation analogouledower class mimicking the
middle class. The members of a group based on fictive kin networksmeak as though they
are bound by contracts, though often many have no other opportunities toAplayne
bandleader is the one distributing the pay, he may act aséfigharpower relationship between
the band members and him. This relationship suggests the members are reliant ong¢hddryand|
for work. In reality, the leader is just as dependent on the musiciihs is able to have a more
professional band, he will. Without the familial network, he may naalide to produce a full
group on the night of a gig, and fictive kin bands do pay consistentbanflleaders do not
guarantee a certain wage per gig, their friends will leava.tithe more professional bands will
pay more but often not by a significant margin. If an individual iictavé kin network feels he
is being underpaid or dealt with unjustly, he may be far morengttlio speak out. Tensions like
these between Miguel and Johnny are not uncommon. Friendships can lobeowenea few
dollars.

Potentially any fictive kin band can grow into a professional oneenflally most
musicians can become skilled professionals. Potentially people wtw lggh school together
can become international superstars together although this pattens ocore frequently in
English language pop music and perhapRack en espanal®eople seem to enjoy having their
friends and family around when they become famous. At the mid lewd&sgronal networks

101



sometimes mimic the fictive kin. A difference between musiciame are friendly and
personable and those who have fictive kin relationships exists. Beiadplans valued in all
networks but some individuals have a reputation for arrogance.

While real friendships often result in fictive kin relationshipsay level, the idea of
fictive kin can be manipulated in professional networks. All bands etmodifficulty collecting
payment at one time or another; it is a fact of the music indtisA professional bandleader
may stress the kin feelings among his band members when he pesthate proper payment or
when he needs a rehearsal from busy musicians. The most professagnal handling a job
when the money from the client is not forthcoming is for the lematdr to pay the band himself
and bear the brunt of the loss. The bandleader is, of course, earnentharmothe other members
of the group consistently as compensation for his work in contractingetii@mances, but it is
also his responsibility to handle any problems the band may enceutiiehe management of
performance venues. Rehearsals may be paid for or be pressnpadt of the performance
responsibility.

Gossip and reputation are often the only means by which musiciansarator the
activities of bandleaders. The music union is an irrelevant argi@on for nearly everyone who
is not working on Broadway or recording internationally. Bandleaden® wperate in
professional networks but too often stress fictive kin, especladlyet who use fictive kin as an
excuse to pay less or not on time, will get a reputation foghanprofessional. A group that is

largely based around fictive kin but pays well and creates a gignpl@hsant and enjoyable

% Once ata performance of the Jazz saxophone le§emty Rollins, | was seated next to the
internationally famous music critic, Ira Gitter. Mitter asked if | were ever on a gig where, whasas about to
get paid, the club owner took out a gun and toldarget the hell out. No, that never happened to me
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atmosphere for performance will often have a reputation for being very pootass

The mechanism of gossip and reputation is the only real means afiangsiearning
about musicians who are not in their fictive kin networks. Individuals whnk do the extent
that it impairs their performance or the performance of othdtgeti a reputation of not being
professionals. This causes them to rely mainly on fictive kiwar&s. In some professional
networks, showing up for rehearsals and performances on time, bdling W rehearse, being
able to read, avoiding getting fall-down drunk or high, having qualityigausquipment, and
helping with setting up and taking down gear all outweigh talenteXtremely talented who do
not handle the aforementioned issues well may become restiactbdir fictive kin networks.
The moderately (though often above average) talented who do haeséeissues acceptingly
are able to work with a variety of performers.

Connecting to other music and technology

Skilled musicians often play more than one style of music. As miofed networks
incline towards more ethnic diversity than the fictive kin networfs, grofessional networks
connect musicians from various genres. Percussionists looking tonperiore jazz music may
perform with an Anglo or African-American sax player who likesplay Salsa but strives to
play Jazz. These same horn players may invite the Latin mosito perform at “Club Dates.”
Club dates do not occur inside of clubs. These are American weddingsjitbaahs, and
corporate parties. These gigs pay two to three times as much as ssifsa gig

Salsa bands require a fairly large payment for a performgcmller clubs and

restaurants often cannot afford this. Smaller groups emerge satsaf bands to play smaller

39 They also require much more playing time of thmaapan of contracted performance and they require
a wider repertoire than Salsa. They also usuallgaaequire the same physical intensity of playasdSalsa
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venues. Technology can also compensate for the absence of musiciarntteQastr 10-15 years
technology has become available for musicians to pre-recordusaparts for songs via
sequencef8 and drum machines. This can facilitate performance groups of less than five men.

However, for proper performance, a salsa band really needs multifdenpers. Drum
machines do not interact with the other performers in the waydhbmusicians do. The same
can be said for sequenced piano parts or horns. Sequenced performadeesi@ithe length of
songs and very little can be improvised with the structure ofssdvigny musicians perform in
this manner because it easier for a three to five piece grofipdtavork than a 15-member
group, but this is often done with a sense of regret. As one of mynaifts, Jose, said: “I'm
playing every Friday at the Renaissance on Lafayetteok’ It's with Raphael and his brother,
but it's all sequenced....” The actual musical experience can beish@d for some performers
by working with sequencers. The preference by the vast nya@rinhusicians is to play with a
full band of 10-15 musicians. However, the performance is more bedrabhuse of Jose’s
fictive kin relationship with Raphael.

Technology often compensates for lack of musical skill. An individaal assemble an
arrangement by playing it piece by piece into a recordingcdemi sequencer. In this manner,
one who is musically illiterate can construct an arrangerttatt then can be electronically
transcribed and printed out as musical parts for performers tereteCornell West refers to
this as postmodern music; it is assembled, not written (Bill M8hew 2004). This technology
is now reduced in price so that it is affordable for averageking-class people. However, the

technology requires its own set of skills that are beyond usingrd processing program or

0 sequencer is an electronic device that plays paeprogrammed musical patterns. It is sort af Bk
pre-recording but no sound is actually recorded.
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negotiating the Internet.

This technological advancement has had a number of consequences.arRiosig
African-American and European-American genres, a large si=dkilling has occurred. As
evident in popular music over the last 15 years, there are veryntiesate string parts written
for pop songs and even fewer intricate horn parts. Horns oftesaameled’ and strings played
by one person on keyboard. In essence, this limits the depth of thenmerces. Secondly, there
has been a strong decline in harmonically complicated compositioiss.efisy to assemble
pieces via digital technology and the quality of samples and syzghesias become very high.
With contemporary technology, it is easy to play just one chordsandd good, but many
musicians do not learn how to excel with multiple chords. Howeverdétline in harmonic
complexity has accompanied a trend in popular music that placeshytien parts in the
foreground. Complex harmonies get in the way when you want to hear the drums or the beat.

These issues have curiously been ignored in studies of Hip-HogieSton Hip-Hop
have been focused on the lyrical content, identity formation, self-represengathenticity, and
race (Lipsitz, 1994; Rose, 1994; Watkins, 2006). The issue of race is dipwsensral to Hip-
Hop. In the past, studies were forced to argue that a DJ or &CGetually performing music.
The racism was so strong that it was necessary to defengdinisthrough the 1990s. The
studies have not focused on what has been lost in the emergencp-ldbgHiln European-
American and African-American popular music virtuosity has beefflost

Many of my informants work as music teachers. They reportlieat is no shortage of

41Sampled, or sampling, refers to recording a mugibedse from a previously existing musical piecg an
playing it back out of context in a new musicalqaie

42 Cornell West suggests that virtuosity withip rausic is contained within the linguistic versttal
rather than in technical facility/82)
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drummers and guitarists in their school band programs, but thefevege horn players every
year. Without high profile horn players or virtuoso musicians, childaek the inspiration to
pick these instruments up or to practice with the goal of becomimtuaso. To expect Newark
to create another Wayne Shorter or Sarah Vaughn, both Newarkrabraised jazz musicians,
is wishful thinking; to expect the Newark School System to producéygyaling musicians is
not. Salsa requires horn players. Synthesizers are not adequiaeememts for horns.
However, this does not hold true at the highest level. Marc Antliongxample, is among salsa
players who have made extensive use of synthesizers to fllisohbrn section. The combining
of a few real horns with synthesizers provides the sonic illusitheoé being more actual horn
players than there really are. However, the absence of cat@gliarrangements persists,
apparently in order to match sonic aesthetics. The consumers sgpeztelectronic sounds in

order for music to sound contemporary.

106



Chapter 6
Gender and Family

Juan Pedro’s life, however, does not revolve around music as muafeasives around
his family. Much the same can be said for Jose, Ramon, Alex, hatsathose paths | have
crossed. The central force in Juan Pedro’s life is his famigywife and two daughters and his
brother. His parents too occupy a central place in his life, bytribe live in Florida. This
family extends to his nephew, in his early 20s, who often comasato Bedro’s home to hang
around with his cousins and to his much younger, eight-year-old nephewivetiavith Juan
Pedro and Anna for several months during my research. These nepleethe @hildren of
Anna’s siblings. Although Benny, Juan Pedro’s brother, is not mamigdhas no children, he is
thoroughly devoted to his two nieces.

“Some guys get lost. They drink too much. They party too much. dbey have that
spiritual center....” When Juan Pedro told me this, he wasn't refetoirreligion or God as
“spiritual.” He was referring to family. He meant that then who were not married, men in
their 30s, 40s and 50s, lacked the grounding force in their lives thay farovided. Juan Pedro
has been driven to provide for his family and this drive has led hinote imeyond the confines
of the North Ward and out of the ghetto. While he still works in Nkewad maintains strong
ties to Newark, he purchased a home in Belleville, NJ, in 1994. t¢issadhool music academy
is in Belleville. Juan Pedro has been socialized, and many-if ratf dle men have been
socialized, to provide for their families as part of their definition of manhood.

Over the course of a few months, Juan Pedro frequently spoke of thisfithaily as
spiritual center. It took a while to realize that what he twagg to say, indirectly, was that he
was worried about me. | was unmarried and was in my late 30s dbringesearch. “It's time
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Roberto. You don’'t want to become like Miguel!” He would also oftenHathgt by the time |
have children, his “babies” will be out of the house and that hadllince to come and hang out
and I'll have to say “No, | can’t. | have to take care of tidsKiThere are times | forget that |
am only five years younger than Juan Pedro. Anna, his wife, wards tones married as well. At
first she thought | was a bit younger than | was. When she discawgrade, she pleasantly, but
directly, looked at me and said, “It's time!”

Regardless of what happens in my future, the message my friendsaying was that |
need to take the precautions so that | don’t become lost like sothe other musicians they
know. It is really in this sense—their concern for my well-betihgt | have become part of the
fictive kin network and part of Juan Pedro’s extended family. In fdlogr than my parents and
my dissertation advisor, the one person who pushed me the hardeshtanfiri¥hD dissertation
is Juan Pedro. When | remind him that its largely about him, heshetked for a moment, and
then says “Make sure | read it when its done!”

Family and Life-Stages

The majority of my informants are over thirty years old. Most aither married or
divorced and have children regardless of their marital statugstl found | projected my own
experience as a musician who has achieved a nominal careazipggormance onto the
Salseros: It takes time to establish one’s self in the ntusmess and therefore it makes sense
that most of the men would be over thirty. Anecdotally, it strikestima¢ the Salseros are
married and have children by the time they are thirty far nfome the jazz musicians with
whom | am acquainted. However, the role of family looms langtheé everyday lives of the
men | interviewed. Their participation in the performance of Salssfected by their family
responsibilities and these responsibilities are affected bysthge in life the men find
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themselves. Conversely, one’s relationship to his family is affected byrhigpzgion in Salsa.
Young men

The younger men--Frankie, Ricardo, Jiro—in my research weramiech and did not
yet have children. Regardless, their relationships are on displaydoyone to see. The younger
men are more likely to get frequent calls on their cell phdraa their girlfriends than the
married men. Unmarried men are also more likely to be the subject of sndpydiheir partners.
For the men in their 20s, it is considered normal. In the case oflanrbln, such as Miguel,
this is considered a problem. The younger men, however, will be coattiedthe older men
are mostly left on their own.

At rehearsals, younger men will get two kinds of advice. First, #reyinstructed by
older men to tell their girlfriends that they are at rehéassa cannot be interrupted. The
younger men are told to say that they aren’t doing anythimggyrbut they need to work and
cannot keep talking on the phone to their girlfriends. They araigtstt to act “like a man” and
stand up to their girlfriends or else they will always be plddue jealousy. If the young man
takes a phone call from his girlfriend shortly after receitimg advice, he will be teased. The
teasing is harmless and quickly forgotten. It is accompaniehbguragement to stand up to the
woman.

The second form of advice contrasts with the first. The older men will tefbilneg male
to be attentive to his girlfriend. The younger man needs to nialeefor his girlfriend so that
she will not feel the need to call. They may question what he lesdmng with his time and
ask if he sees her enough. If he responds that he has been wrggbently, the older men are
likely to drop this line of inquiry and go back to the first with evesrertenacity. The older men
are engaging in a form of checking to be sure the younger snagspecting his girlfriend.
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Tacitly, they recognize that while they need to coach the youngaron how to be a “man,”
this coaching involves being sure that he is acting appropriately as aivatpamtner.

Women, especially towards the younger men, can be seen as a disfofmEngsex is
seen as something that can draw them away from developing as a nitisi¢iamen are seen as
trying to tie men to them through having children. Some youngsr have spoken to me of
“Baby Mama Drama” where the mothers of their children nmégntionally disrupt the lives of
the men based on the obligations created by having children togethlgers Thctommon among
the salsa musicians in my study because the majority isemha’k wife is not one’s “Baby’s
Mama” but rather the mother of one’s children. Younger non-musician nthe iNorth Ward
have mentioned the idea of “Baby Mama Drama” to me, not salseros.

The younger men in salsa bands differ from many of the younger nhém sadsa bands
because the musicians are more likely to have networks of fhigntteat extend beyond their
age group. To this extent, the younger musicians have a greateurexpms variety of older
men to provide advice and to coach them through relationships. The netwdiisvefkin |
mentioned in the previous chapter also acts as networks of emotionaltsigppmen, even
though the men are not necessarily acting in typically emotiamagis. These networks of
support extend beyond those of relationship advice to life planning.

Juan Pedro relished the role of mentor. His story of having bgenrgg man in Salsa
differs from many others. Juan Pedro was married at age senerid had his first daughter at

age 19. He would often speak of this is two different ways. Fiestlaimed that being married

*3 This is not a phenomenon strictly in Salsa or agnicatinos. For instance, the jazz saxophonist, ene
Coleman, once intended to be castrated so thabh&lwstop thinking about women and therefore wdnddble to
practice his music more frequently. The attendingse talked him out of this desire.
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with children at such a young age drove him to take as manwgigs could. His family needed
the money and he needed to provide it. A constant theme in his pensoraive is that his
family and his desire to provide for them have fueled his daveetome successful. Frequently,
he talked about his youth, and he held it up as an example to the youpgedupn Pedro often
added that he was not driven to be famous and advised the young men to follow his example.

Juan Pedro’s second way of talking about this time is less exgmidlaalways stressed
that he loved his wife and children but lamented that he was not feadygarriage or the
responsibilities of family. He was too young. Juan Pedro talked aboytdt@ge 20 and while
in college, he would want to hang around other musicians to play andigparbther men his
own age. He stayed out after gigs partying and in hindsighadellt he had neglected his wife
and small children.

It was not necessarily Salsa that kept him away from hidyfaat a young age, rather it
may simply have been his life stage: too much responsibility doa $r a young man. The
temptations for indulgence and even infidelity were great anidhas the succumbed. His high
profile as a performer may have attracted the indulgenbészore than they would for others,
but he was simply dealing with the temptations that present themselvesttotirer young men.
However, it struck me that Juan Pedro did not quite have the guidanceollemmen that
several salseros have. He would comment that he did not wanbuhg ynen he knew now to
make the same mistakes he made.

The “mistakes of youth” was an apparent theme. Bernie is a singer inedtawho has
sung with some of the most notable performers in Salsa, includiogpHéavoe. He laments
that he was “stupid” when he was younger. He said he didn't “do rightiis first wife and
rarely speaks of that marriage. Now he is devoted to his cuwrBntand their young children.
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He often shows up late for rehearsals because he needs to také lagrchildren, saying: “If |
knew then what | know now....” Bernie told me that in the late 70s ang & he was
sometimes earning $5,000 a week from performing. This number isljusted for the value of
money in the 2% century and it may be exaggerated. Nevertheless, much of thay masdost
to the partying that Bernie had done in his 20s. Now he gives dneyrhe earns from gigs
directly to his wife.

A bit of jealousy disguised as advice by the older men towardgotimeger men existed.
It centered less around age and more around marital status. Themaldeencouraged the
younger men to talk with and to dance with women at the performalidbsy did not, they
were gquestioned as to why. This was not so much a questioning of g yoams sexual
preference as it was an older man’s expression of desire towaseen and perhaps a wish to
live vicariously through the conquests of the younger men.

There is an interesting piece to Juan Pedro’s personal narésttitiee end of the 1990’s,
Juan Pedro and Anna held a second wedding for themselves in a churcHir3theiedding
fifteen or so years earlier had not been in a church. Juan Pedsedtthat this event closed the
book on any infidelity in his past. He considered that phase offéieer and insisted that if he
married in the church, he would be “honest with God.” Regardlestatewer bad behaviors he
may have had in the past, he still did his best to live up to hisaslerovider and usually
succeeded at it.

Men Over Thirty

The bulk of the men was over thirty, married, and had children mqfiggm toddlers to
college age. A few were unmarried and fewer still had no childrefewAdifferent patterns
emerge. One pattern was to integrate family into the production of Aalstner was to consider
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Salsa as private male space away from family. A third meggecting family for the sake of
performance.

In Miguel’'s band, which maintained a less professional atmospiiergioung sons of
different band members often accompanied their fathers to ralgedPgering from behind an
amplifier, a boy between ages 8 and 12 often watched his fatidethe other men with him.
This was taken in stride by the other band members who themsabyetstwirl a timbale stick
or do a long sliding sound on a trombone to entertain the young one. Som#tongh rarely, a
young girl instead of a boy accompanied her father. These @el® shown the same
attentiveness, but concerns that the music was too loud and thedartgoacoarse for them
would often be expressed. Explanations as to why the children mexsewere rarely provided.
Jesus frequently brought his son to rehearsals and it was asbyntieel band members that
Jesus was simply spending time with his son and wanted to bringldmign &ometimes Jesus
would state that the boy’'s mother was at work and it waselsgonsibility to watch the young
boy. As Jesls began playing Salsa with his own father maarg parlier, there was a minor
sense that he was trying to pass this on to his own son. A féve abns were of similar ages
and would play with others while the bands rehearsed. The younglgiyisd with the boys if
they were there together, but the girls were so rarelse ttieat the girls themselves did not
develop friendships with each other.

Rehearsals with Miguel often meant rehearsing at his homeewioe quite a while, he
was living with his parents. Miguel’s mother became the dflaaby-sitter, especially if Jesus
or Cheo brought his daughter. This familiarity was often accesduay the familial, informal
atmosphere surrounding Miguel’s rehearsals. Miguel’'s mother ofteked for the band as well,
if the rehearsal coincided with a perceived suppertime.
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Children were rarely seen at rehearsals in clubs. If a youild were present, an
explanation would be given, usually in the form of displaced blame: Wi is at work” or
“His mother needed me to watch him tonight.” The children were pieses a responsibility
and a man’s wife, or his children’s mother, was criticized ot fulfilling her role as the
primary caretaker. Rehearsals in clubs occurred at night tiso@segoing to midnight. This was
not considered time when a man should be responsible for watchingltrerthAs Juan Pedro
attempted to maintain a more professional atmosphere at h@rsalse children were rarely
present and would always come with an explanation.

Salsa for many becomes a man’s place away from home. Idpsoan opportunity to
engage in a leisure activity with friends. Wives “bothered” thesbands if they called during
this time. The men used the time to drink a few beers or indulgeomgsr intoxicants. Being
away from their wives and children was sometimes expressedliak at being “out of the
house.”

However, few of the men who had infants and toddlers acted thisTlvaymen with the
younger children were more likely to watch the clock duringeagsals and complain about
needing to go home if things ran too late. If the bandleader wagsalpay the musicians after a
performance, the ones with younger children were more likelydonbe agitated and impatient.
The younger children created a greater responsibility.

For the men with younger children, the need to work and provide pres@atdicular
challenge. If the musicians themselves are young, they may nbaye found a full-time job
that pays an adequate salary. These men may work more ttandardtforty-hour workweek in
order to earn enough for their family. For the less skilled marsic¢his limits his involvement in
Salsa. He may not have the time available for regular reli®akéa may not be available to
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travel from Newark to Upstate New York or to Pennsylvania foerfopmance and leaving the
US to perform in Latin America will most likely be impossibf@r a musician with more skill,
such as Juan Pedro, long-distance and international travel magrstiin impossible, but using
his skill as a musician will still secure him work. In thense, the younger musicians playing
Salsa are the more skilled among their age group. The lifeedéss skilled may keep him from
fully participating in the production of Salsa until his childre@ alder. This results in confining
the musician to local performance networks as he is not adidly establish connections to
professional networks while in his twenties.

There is another aspect to men who use Salsa as their l&serd hey may drink “too
much” at a rehearsal or performance. One musician in Migbabsl, Cheo, stands out as an
example of this. Cheo, a percussionist in his early thirties, wWobletween eight and twelve
hours a day at an auto parts store six days a week. He wasdraard had two small children.
Cheo would frequently get drunk at performances and appear drunk atsa¢helle often
engaged in other intoxicants as well. Cheo was a part of Migaehgial network of musicians
and a very talented percussionist. His indulgences were accépitteduietly the musicians
complained to one another that he was too drunk or was playingudty Ibecause he was
drunk. The alcoholism he displayed had an effect on his family andifei®emcouraged him to
stop performing. Eventually, he became a born-again Christian amde@tto Puerto Rico with
his family.

Not all who overindulge leave the music business. Not all who havdieganare
compelled to work as many hours at their day job as possible. Saimesefmen prefer to play
music over other activities. If they are skilled enough to suppomgékres primarily through
performance, they attempt to do just that. These musicians swesdind themselves divorced
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or living away from their wife and children. The hours needed to rededlie frequent late
nights of performing, and the time needed for the individual musiocignectice and to work on
his craft places stress on families that are insurmountable. These mea omadseious choice of
music over family. For some, such as Peter from Juan Pedro’s thasmdsuits them fine.
However, Peter’'s children are now adults and he spends time wiohignd daughter on
holidays and at celebrations and occasionally gets together with them far dinne

The responsibilities of having small children essentially bars womengdasticipating in
Salsa. It would be considered an affront to the children’s father if sheheeose out rehearsing
and performing. The men in the band might wonder why she was withatfigmot her children.
The adherence to traditional gender roles and traditional gendereidmiof labor helps to keep
women in their twenties and early thirties out of Salsa.

Other Ways of Relating to Family and Women

There are numerous variations to the kinds of relationships that thehawe with
women. Suspicions of infidelity happen, as well as actual infid€llder men who are divorced
or are no longer living with their wives and family may pursatber women freely at
performances. Each person is an individual and unique situations emerge.

Carlos, the conga player in Miguel's band, is unique. He is the muisician I've
encountered who maintains a mistress. In these networks, | have kraoles the longest, even
before | considered studying anthropology. | have known him for clok® years, yet | didn’t
know he was married for at least eight years. | knew he lyadfréend who was from Brazil. |
knew he had a daughter whom he cared about deeply and to whom he wattewtine. | knew
how well his daughter’s junior high and high school soccer teamsesieatel have met his girl-
friend several times but | have never met his wife. | don'ndugw her name. One day,
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Miguel and Jesus told me “Oh yeah, Carlos is married. Itareangement they have....” Carlos
provides for his family and respects his wife to the extent ibaprovides for her. This is a
unique arrangement among all of the musicians.

Most musicians do not practice marital infidelity. However mitiywhat | would define
as an “almost story.” The storyline is always similar:met this girl/lady/woman on a gig. She
was beautiful. (The women in the stories are always beausiuly, “built” or “smoking.”) |
bought her drinks. We were dancing. She wanted me to go home wéahdeaid we could do
anything | wanted....” Someone who is listening to the story alwaks, “So what did you do?
Did you go with her?” The inevitable response is, “No way! Miewvould kill me.” Knowing
groans of disappointment and commiseration invariably follow this exchange.

| have heard this storyline far too often from too many peoplet fior actually be true
every time. It is a good way for the men to display theacihmsmo and sexual prowess to the
other men without actually doing anything that may disrupt tin@iriages. It enables them to
lay claim to the idea that they are still “man enough” toehany beautiful woman desire them.
“What am | going to do? Take some woman | meet at a gig lmaokythouse?” is a frequent
response that displaces the act of infidelity with one of inconvemiehgain, this allows the
men to display an inclination towards sexual promiscuity without agng upon it. Some of
the performers are straightforward “I love my wife. Why wouldidnt someone else?” This
response usually comes from men like Juan Pedro who are very setheie family life and in
their class position.

Miguel never married. To the best of my knowledge, he has no ehildWhile he
certainly drinks to excess at times, he generally has no sdibstance abuse problems. Still, he
has not moved out of his working-class life. Miguel lived in his paréase for years. Once
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the parents moved to the New Jersey Shore, Miguel then boughtémspaome along with his
brother Johnny and the two lived there until their sibling bickeringiectoo much to handle.
He moved in with his girlfriend who was extremely jealous of morking as a musician. |
never saw Miguel with a woman other than his girlfriend, but hifrigimd was always
concerned that he was out with other women. She wanted him to stompiaysic and end his
band. Eventually, he left her because he was constantly being dofusEhaviors that he really
did not display. He bounced around between positions as a cook, but could nekerjgetof
head chef at a restaurant. He implied that he had taken argulmase, but it is unclear as to
how significant the training was. Juan Pedro thought Miguel ladkedspiritual center of a
family.

Most of the wives do not act like Miguel’s girlfriend. The wivasst their husbands not
to cheat on them at gigs and in the majority of cases thisisruatll founded. Few wives make
regular appearances at gigs. As Anna said “Why do | wargetdisn playagair?” The sense is
that the performances are boring to go to night after night. Andatner wives occasionally
come to gigs that are particular events where their friattdad, but they make no regular habit
of going to performances.

However, single men may take advantage of opportunities presenténo ©One
Honduran singer who sang in Cumbia/Salsa bands used to carry arounitas®rikat held a
comb, cologne, deodorant, a mirror, breath mints, a toothbrush, toothpasteralwins. He
called it his survival kit. | told this to Bernie who said, “Tisabeing prepared! | never went that
far.” Jose often talks about particular encounters he had befovashmarried and when he was
touring South America with Cumbia bands. He tells the story of Hwmvband's manager
arranged for each band member to hook up with a different locdogigex. Jose had met a

118



young woman whom he found both beautiful and intelligent. “We spent thes wigiit talking
until the manager came up to us and said ‘so...you going to fuck ¢?'imhavas the manager’s
job to be sure the women were “paid for.” The men don’t mind tellisgteof their “greatest
hits” from the past, but these stories are strictly in the past.

The men do not usually tell these stories if someone’s wifgirtfriend is nearby. As
Juan Pedro said, “You don’t want to give her ideas and spark some yeal@usif you are not
doing anything wrong.” I've known a few musicians who hid from their wives andigiifs the
extent to which they smoke marijuana. Their wives would get thgesthat they were hiding
something from them and automatically assume they were cheatitigem. They were not.
They were smoking pot, but the act of hiding something was apparkhbe@nvomen assumed
that it was infidelity. One musician’s wife frequently acauseer husband of infidelity, so |
found myself coercing the musician into telling her the truth.

Machismo

Many of the women are relatively autonomous. Their husbands do not ctiahol
movements and the men usually do not control all the resources of théndgiduddarried
women will go out to clubs with other women and without their husbandshéywtend not to
dance or to flirt with other men. This would be perceived agspecting their husbands. They
go out to see their friends, to have some drinks, and to listen to music.

The men are often critical of machismo in the sense that typiegahismo can be

perceived as disrespecting women. But as Gutmann has cleadybee in_The Meaning of

Macho, “Machismo” is not a monolithic term (2007, p.222 ). For my inforreatthachismo” is
often defined as “authority” through the phrases: “a man at thedie¢had household” and “what
the man says is law.” However, machismo is defined bettemas establishing power
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relationships among other men (Lancaster, 1992, p.235) or as competition mx@or(§ubit,
1995, p.111). In the above stories of “promiscuity that never happens,’ethevho tell these
tales are clearly displaying their potential power to other rmed,other men only. The simple
fact is that individual men do not earn enough to control the resooirtles family sufficiently
to effectively extend control over their wives’ activities. Mrx@men must work in order for the
family to have sufficient resources. In some cases the womem&anuch or more than the men
or, alternatively, their salary or job may be the source offahely’s health insurance. The
economic equality deflates the power of traditional machismbid simply defined as men
controlling their wives.

The reality is in how the tradition continues to manifest maohign differing ways.
One man told me, “My wife hates that crap. And so do |. Ond @as out and | saw a young
man disrespecting his girl...yelling at her in the street, you knbsaid something to him and
he....Well, let’s just say | taught him a lesson he needed to learn.” This imfoactaally took it
upon himself to beat another man in the street because las fiélthe man was 1) acting out
machismo and 2) disrespecting his “girl.” | suggest that the vialehivas also a means for my
informant to express his manhood. In his eyes, he became the gnaatbecause he felt as if
his actions respected women more than the other’s. Howevers ialg@a an act of machismo
because he proved his manhood by hitting the other person. The istkasggelling, berating
and ordering his woman in public. These acts set off my informant. A handful of imfsrmeave
mentioned stories about confronting other men they did not know when it epEesaif they
were disrespecting their women. None of the other stories endedlence, but the threat of
violence was present: “If he threw down, | was ready to throw down.”

At one gig, Peter—Juan Pedro’s conga player—and | were standindeotiis venue
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doing what many men do. We were watching the women who werenganto the hall and
arbitrarily deciding who we thought were the best looking. One womamapein her early 30s,
arrived with her man. The woman was superficially attractivedisn dressed in the most
provocative outfit of all the women at the performance. Peter thologhit was wrong for her to
dress that way. Of course he pointed this out to me after we bredagn her attractiveness. He
felt as if she was disrespecting her man. Her clothingswesto attract attention and men were
sure to approach her throughout the evening. Peter felt that sheokaddca line for a woman
who was obviously with a date. We had no idea if this was a married couple or not.

| was struck by the fact that Peter was passing judgmetiteowoman but ignored any
responsibility the man may have had. | suggested to Peter dlyaerthe guy liked it and maybe
he wanted to show off his date. Perhaps, he got a thrill from otberdesiring her. | said,
“Yeah, but some guys like that. Don’t they?” This hadn’t occurreceter”Rand he conceded that
| could be right, but he added, “Well, that's something different....5 Tin that Peter and | did
not know certainly could have been expressing his own machismo throughatas
attractiveness. By being with her, he was passively showingtktie® men his status: He was
man enough to be with one of the most attractive women at the event.

On a closer examination of my notes and experiences, | notice that marriesh \wdomot
usually dress in overtly provocative ways. The women and men who go a@ante Salsa
certainly take pride in their appearance and the women may siesally by Anglo-American
standards. However, the married women do not dress in overtly sedueatrge Skirts may be
short, but not “too short.” Tops may accentuate cleavage, but not “too cremrage.” The
tighter clothing tends to be on the unmarried women—uwith no correlatibndy type or even
age. It is not as simple as saying “the younger women dressprarecatively.” The notion
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expressed here is that only an available woman will dress proxedgatf a married woman did
so, she would symbolically be making a statement about her relapomgh her husband. This
would be articulated as “disrespect.”

A silence exists around the issue of domestic violence, which cpuselems over this
issue of respect. My sense is that domestic violence amongfongnants is rare, but this may
be due to the silence more than its absence. It also may bthéhaew economic equality
between men and women defuses the potentiality of violence. The warm@ot bound to the
men in the way some have been in generations past. Therefore, thég mare likely to leave
their husbands if domestic violence occurs. | can attest to only one story of idonodstce. Its
ending has the woman leaving her husband, but | do not know the duration paftténe of
violence.

At a backyard barbeque, some musicians told me how they werenshpkabout a
domestic event. The two musicians had returned from the home of onendimemusician
friends, and they were shocked to see their friend berating dimg this wife. “I didn’t know he
was like that. We had to go.” They did nothing but were also distum@ada@fused. The men
were torn between defending their machismo by intervening or anaimg their loyalty by
ignoring the incident. The musicians decided to ignore the incideatibed¢hey did not want to
disrespect their friend in his own home. They remained agitateausmdhey knew their
friend’s actions were not worthy of respect. Within the nextrfemths, | heard that the woman
had left the man and eventually divorced. No one connected the occurrence with that day,
anyone suggest that a pattern had emerged. Nevertheless, she left her reanradito Puerto
Rico.

The musicians partially defended their inaction by claiming thatas improper to
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interfere with a man and his wife, yet these men had felt quitefortable interfering with
strangers, who were either married or dating. Since the norciamnisifriend was part of their
fictive kin network, it was easier for them to enter into denial about a feemmtions. This same
denial is nonexistent when dealing with a stranger.
Later in Life

There are also the older men in Salsa, the ones who have eargbesfalready and have
grandchildren. These grandfathers have more available time. Téainaost always married,
but may be with their second or third wife. They are not under the same pressure\asitiger
peers to get home to their wives. Proud of their grandchildren, thesly mog provide for them.
There is, however, an age factor involved. Juan Pedro became aatrandfiter my research
was completed, but during the time | spent with him, he was lookimgafd to the decrease in
responsibility. In his mid forties, he is still paying off his he@mwith its second and third
mortgages. He has not achieved the financial stability he desitess still some years away
from retirement. Ramon, 15 years Juan Pedro’s senior, has also teoacjueved retirement,
but his children are all grown with families of their own. He dblkellarge house he had owned
and moved into a smaller one with his wife. His financial aspinatare strictly for himself and
his wife.

Conclusion

The drive to provide fuels the men to achieve and to advance economically. Thenmen ca

use Salsa to help support their families. Some men lose their families bytidgditamselves
to Salsa. A correlation, not a cause-and-effect relationship, emerges. Marynzén who
participate in Salsa and maintain families find themselves more satialiijfe than the men
without families. | will explore this idea in my next chapter.
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Chapter 7
Social Mobility

The geography of New Jersey is much like the megalopolis oféa¢eg New York City
area. The boarders between towns and cities are rarelyicgighiand are often marked by
nothing more than street sign. Depending on the direction of one'saappmBelleville is a mile
from the North Ward or it is a matter of crossing a streebpke cannot exactly tell when they
are in Belleville instead of North Newark until they are de&pthin Belleville. Individuals may
not know when they enter; however, when they are there, it is clear.

Belleville is significantly more middle-class than North Nelw Belleville is a suburb.
Newark is a city. Towards the boarders of the two, many shopseatalirants advertise in
Spanish. As one travels northward into Belleville, the Spanish sigapplar. Some restaurants
and delis advertise that they are lItalian, but they do so in Enghghwhite flight out of Newark
dramatically increased after the Newark riots of 1968. Theftalommunity of Newark, which
was not directly involved in the riots (Mumford, 2007, p.98), fled the Northdvead dispersed
into the suburbs of New Jersey. Many simply moved to BelleviiteNutley, the next town to
the north, or to Lyndhurst or Kearny, towns north and east of BédeVibday, members of the
Puerto Rican community of the North Ward are following the sartteipto Belleville, Nutley,
and the other suburbs to the north of Newark. My informants tell me rtiteve for their
families. Though usually not articulated as such, they meanatleemoving for the schools and
to get away from the violence and the traps for younger peoplethabe more common in the
North Ward.

Family is important to the members of this community. Sometipeeple talk of their

children as most important in their lives. For his wife and hitdidn, Juan Pedro has taken
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himself out of the working-class environment where he grew up ascemt@red the middle
class. Jose, for his wife and his children, moved out of the more-giipearea of West New
York, NJ, one of the sprawling urban areas across the Hudson frorhallen, and moved to
Belleville as well. He has made strides to enter the mididgs. Ramon has lived a mostly
middle-class life, having grown up in Puerto Rico and coming to tielamd to play trombone
in various bands in the 1970s. These men have used music as thesrafosmcial mobilit§*.
Their performance activities supplemented the incomes thewdcam their day jobs to bring
more cash into the homes. Their day jobs are all related to music.

An older couple | know, parents of an old friend mine, knew the bagsrpla Ruben
Blades’ band from the 1980s. Performing with Ruben Blades is isgmify more prominent
than playing local salsa gigs for Newark politicians or &uainze,” a Sweet 15 party, but this
man held onto his job teaching music in the Bronx. Even high probigpgrlike that of Ruben
Blades encounter periods of low productivity. When Ruben Blades isnghakimovie or
campaigning to become the President of Panama, he is not pegdsalsa. Where does this
leave his band members? They are at home without work, if they have no alternatives.

A correlation emerged within my research. Among the salsdrappears as if the men

who have family for whom they are responsible are also the sameians who achieve some

a4 My father did much the same thing. My grandfatherked in the dye factories of Paterson, NJ. My
grandmother, although encouraged by her teachevsy mttended college, even though she graduaiedtigh
school at age 16 in the 1930s. She worked as ataegifor much of her life. My father began playipiano at a
very young age and gigs in his late teens. He misied aperformance schedule of three or four gigs a welkls,
giving music lessons privately, for decades. Hé, some of his friends from Paterson, all moved theomiddle
class by virtue of their work as musicians and tigitotheir educations. He and all of his friendsiedrcollege
degrees in music, my father a Master’s degree mg@&asition from The Manhattan School of Music. Mgtfer is
not famous, though he has a strong local reputatiamfriends, especially my godfather, did the saand have
arrived at similar circumstances: Home ownershihensuburbs and middle-class lives with money davel
investments made now that they approach retire ages.
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sort of social mobility and acquire a better standard of livingré leean intersection of family,
social mobility, and music-as-work that can operate in the farahé men who choose a career
in music. First, the money earned through performance is often tmtlatad into family
budgets. This allows a particular busy period of performancestaecan economic boon for the
family. Extra money appears that was not necessarily asidp Second, as stated earlier,
several musicians in my study chose to pursue becoming musica@dudat do so, they were
required to earn college degrees. While their educations wefeonoprestigious universities—
these men tend to go to Jersey City State College (now NeeyJEity University) and not to
Julliard--they do hold accredited bachelor's and master's degremsisic. By earning some
“cultural capital” through education, they begin their path to social mobility

With regard to the first issue, one must acknowledge that theotdéising in the New
York City area in the early 2lcentury is high. Working class employment can be precarious in
its job security. It is difficult to achieve social mobilityr a family. It is practically required that
both husband and wife earn a wage in order to provide sufficientlipddiamily and especially
for the children. If the family does not include the money generated $alsa as part of their
predicted wages, the money earned by a man playing Salsa caedot uver unexpected
costs: car repairs, medical bills, a vacation, and so on. Juao Batira new fence around his
home in June of 2005. Shortly after building the fence, he worked out amgament to do
about 25 gigs as the bass player in a friend’s band throughout tineesutRoberto, these gigs
will pay for my fence!” | found it odd that his means to pay for feisce came after its
construction, but | did not question this.

As to the second issue, the men who go to college to become musatoedicreate a
path towards social mobility for themselves. Through their educatioey are put in a position
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where they can almost certainly be employed. The public scho@nsyguarantees the men
predictable raises, comprehensive health insurance, ample daysdpfbnce achieving tenure,
secure lifetime employment. They also secure pensions and imsaltance for their retirement.
They achieve an economic stability that could otherwise be eltsitleem without a college
degree. In addition, the school systems pay for the men to ealmatgadegrees. Juan Pedro
used this opportunity to earn a master’'s degree in administratidnawieye on working as a
principal or vice-principal in his last years of employmentobefhe retires. Such a position
increases the amount he will receive as a pension. Jose usedpbitunity in a more musical
way, earning a master’s degree in music performance. He bemdme#ter performer while
increasing his value to the school system, earning a raiseysbapause he held a advanced
degree.

Family factors into this situation because the responsibilitiesaising the family
prompted these men to get educations and to hold onto their jobs duringititewdeen they
were earning tenure. Family is not required for social moldityccur. Family is not required to
encourage these men to go to college, but it helps. Part of thedefamtion of “being a man”
within the Latino community is to provide for one’s family. Parttae cult of machismo” is to
show other men how well one can provide for his family. To thisrgxthe family becomes the
inspiration to achieve. Not to achieve, not to provide, would be a failure of manhood.

Ethnic Variationson Social Mobility

If “social mobility” refers to moving up in social class, how doles socially mobile
person declare his mobility? A typical means is through consumpspecially through home
ownership. The socially mobile men in my study own homes in townSBldtkeville, Nutley,
Bloomfield, and the other suburban towns near Newark. Social mabilihoving up and it is
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moving out, “out” of the old neighborhood, out of Newark. This is a pattern icatgrfollowed
by nearly every ethnic group that migrated to the United Statdswever, there is variation
based on ethnic aesthetics.

Juan Pedro has effectively removed all the grass from his pyopeather than the
sprawling manicured lawns so often associated with suburban life,Rrdro has replaced his
backyard grass with a patterned brick and replaced his fradtwi#éh wood chips and low
maintenance bushes. “l hate to cut grass,” Juan Pedro saysfteRlexplains to Jose, who is
now a homeowner, that he should do the same. Jose, however, likes grass. Jose is Cuban.

There is absolutely no correlation to “Cuban-ness” or “Puerto Rieas* and a love or
dislike for grass. Juan Pedro is simply expressing an urban ae$theasphalt and brick. He
grew up in the inner city of Newark and he likes a man-ntadle environment. He also works
very hard between his day job, his after school academy, his own banisautlitional gigs.
He has little time to dedicate to landscaping and does nott seevaluable enough to pay
someone else to do it for him. His statement of social molabiyes from his consumption,
specifically his house for which he has invested considerably irensvation. The inside is
always neat and pleasant, viewed as a statement on his abiflitg as a homemaker. They have
redone their floors and the first story has a completely modechekitand a living room
trimmed in rich woodwork. Jose spent much of the spring and sumn2@06fworking on and
renovating the home he and his wife bought in the fall of 2004. Henatilhave his friends over
until he perceives it as ready, and this involves him redoing msfloars and replacing various
features of the house. Jose’s home will be as neat and as plesshr#n Pedro’s, but Jose is

socialized to a different form of social mobility. He is Cuban.

“50r, in the case of Puerto Ricans, migrated tarih@land.
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The Cuban experience is somewhat different from the Puerto Bxgamience but Jose
is not typical of Cubans in northern New Jersey. While acadenaies spoken to me about
Bergenline Avenuewhich extends through several towns in Hudson County, as being the cente
of Cuban New Jersey, it isn’t quite so Cuban anymore in te@itury. The Cuban community
appears more socially mobile than the other Latinos in northern New Jersey.

The Cuban community has come to the United States in a diffeattetrrp than the
Puerto Ricans. Cubans have arrived in various waves: the immpdst€astro group, the mid
to late 1960s exiles, a handful of defectors in the 1970s, the 125,000 Cubarentbatfter
Marielle incident in 1980, and a slow but continual stream of dekedioce (Portes, 1985,
p.21). Puerto Ricans have trickled to the Mainland for decades. Laxgss wamigration may
occur, as in the 1960s, but the flow has never halted. Puerto Ricartsaals back and forth
easily between the Mainland and Puerto Rico because they areitighs. The Cubans
experienced various difficulties immigrating and they rarelyntwback to Cuba. | have
encountered many Cubans who refuse to return to Cuba until Castroaged from power or
dead®. For those families who arrived from Cuba early, their childzed not to think critically
about Cuba and the Island’s relationship with the United States. al$@yill not go to Cuba
until Castro is gone and really have no knowledge of what happens aslathe uinless it is a
dramatic news story.

Jose, however, would love to go to Cuba. His parents were among thossngnated
early from Cuba. There is a complexity to the Cuban communityhengdeople are not united in

their view of Castro’s Cuba. Many Cubans, in northern New Jergefasecinated by Cuba and

“6 After my research was completed, Fidel Castromsdmlown and appointed his brother Radl as ledd@uba.
This change is insignificant to my anti-Castro imfiants as Cuba remains “Castro’s Cuba.”
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think that Castro is decent, or at least they see Castro agylH@en Cuba’s only alternative in
1959. Sitill, these Cubans think he should step down now, if only to avoid bloogkkadche
passes away. Some feel Castro has overstayed his welcome. Others agtebpapalitical.

Cuban immigrants and their children have variations of feelinggwotivations. David,
one of my other Cuban informants, hates Castro. David loves Che GubPaard frequently
reads Cuban history, but he has no idea what happens on the Island Dagal.also
exemplifies what often gets lost in discussions about Cuban communities United States.
David’'s family owned a fleet of taxis in Cuba. They lost tHenause of the Revolution and his
family did not leave the Island with money. David would not hawsvgrup wealthy in Cuba,
but he would have grown up comfortably. Instead, he grew up in Hudson Coungnd\iis
own family did not have access to resources to create socidityndte also claims his friend’s
father in Cuba owned a steel mill. His friend would have grown uptlyesl Cuba but lost it all
through the Revolution. The veracity of these stories is questionabléag® they are
romanticized versions of reality where their families did haseess to some privilege, but not
necessarily to the capital they imply. However the truthitighe fact that the Cuban Revolution
caused them downward social mobility and cut them off from theirceoaf national identity.
Most Cubans | have encountered, regardless of their politicsglotHareof, are fiercely proud
of being Cuban.

A number of the earlier Cuban arrivals arrived with money. Theyea into Hudson
County because Latinos were living there already. Housing wasalle. They set up
businesses, earned, saved, and sent their children to college Qudians moved out of Hudson
County to the greater suburbs of New Jersey. These Cubans ar&@wangly white. David is
noticeably darker than many other Cubans.
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David takes the blame for his own youthful indiscretions and lack@alsmobility. He
does not blame others for mistakes he made as a young meauldéave gone to college, but
instead he spent his time partying. David’s first wife wis® @lagued by mental iliness that
caused his life to become difficult. In coping with this diffiguDavid indulged in some clearly
self-destructive behaviors. He was torn between obligations pfadhok family, like many of my
other informants. David had the reality of a wife who needed a tdvedre and attention he
could not provide. She was legitimately ill in a manner that caus to behave in
unpredictable and potentially violent ways if she did not take her atemhc Once his son was
in college, David left his wife for another woman and has now startegew family. He is more
responsible and sober, focused on providing for his current familg@emtling time with them.
He performs because it is a way to earn money in addition mamgob and because he enjoys
playing music. David, now in his mid 40s, wants to buy a house and he wants grass.

Juan Pedro is socially mobile, but he is among a new generationeofo PFRicans
entering the middle class. Jose is socially mobile, but he bas family members and older
friends with whom to compare his form of social mobility. The lagvitrelevant to Juan Pedro.
He would prefer not to be bothered with the responsibility of lawn. @alawn is somewhat
irrelevant to Jose, but his desire for social mobility is mopicty. He desires the marker of
status that a lawn conveys, but he is embarrassed by this fact.

Spaces L eft Behind

A feature of social mobility for Latinos is a family or imtiual moving out of their
working class/inner city neighborhoods. This process has been ocoovengeveral decades,
but its pace has increased. As mentioned in my introduction, | grewsglycconnected to a
middle-class Latino family from the time | was four yeald My friend’s parents had grown up
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in the Bronx in a working-class environment, benefited from Cityeggellk free tuition in the
late 1950s/early 1960s, and moved to the New Jersey suburbs in 1964. Tineféng new
about Latino upward social mobility. It is now simply more widespreghe movement of
families out of the old neighborhoods has opened up spaces for new migiidnss pattern
emerged some time ago; however, it has had a different effect in Hudson County tearmark.N

Hudson County is composed of several small cities/towns. Some ofatfgenationally
well known—Hoboken, Jersey City, Bayonne—others are barely known gveeople in New
Jersey, namely Guttenberg and West New York. Bayonne is nmupetyy Latin. Jersey City is
extremely diverse and geographically sprawling. While noplirontained within the northern
areas of Jersey City and the towns to the north of them, theoLjadipulation gravitates to the
areas north of Bayonne. The Cuban community took hold in Union City and NenglerBin the
1960s. Nevertheless, while the Cuban community was growing and takintheoBuerto Rican
community was already there. A pattern of Spanish language domidaneloped in Hudson
County through the 1970s. At the same time, several Cuban famiig$?werto Ricans to a
lesser degree, moved out of Hudson County into middle-class suburbs. WikhSlpaguage
prominence and with housing becoming periodically available, Hudson C@uoyen to an
influx of other Latino ethnicities. Peruvians, Dominicans, Ecuadoriahgedhs, Mexicans,
virtually all Latino groups, have taken root in and around parts of Hudson County.

Juan Pedro once told me about a rehearsal on Bergenline Avenue, veetleel @uban
street.” This was Juan Pedro’s conception as well. “Roberto, ithesged. It's a like a South
American thing now where everybody is ‘you do your thing and I'lirdoe.” They pulled out a
bottle of tequila from behind the counter in the bodega and we startagl slmts right there.”
Juan Pedro has been to parts of South America; his wife is Rerbsacommentary meant: 1)
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people were doing what they wanted and ignoring certain lawsdiegahe sale of alcohol and
2) people sold in unexpected places, out of people’s shops. The latiededrhim of seeing
people selling beer and liquor from their homes in South America. eTiggomptu bars are
the equivalent of someone operating a bar out of their garage loniked States. This non-
violent lawlessness surprised Juan Pedro.

David laments the changing area. He isn’'t particularly hapgly ttwve Cuban community
shrinking and transforming into a new group of Latinos. David is proud of l§&itgn. We
were once driving and he told me about a gig he could have gotten in Hobibke outdoor
Latin music festival. We had played this same gig a fewsypaor with a band performing the
material of Carlos Santana and we could have done it agairgfoficant pay. David, however,
was determined not to take the gig, because he felt it would wmeedniich rehearsal. |
challenged him and suggested he didn’'t want to take the gig belsausidn’t want to hang
around with all of the Dominicans, Colombians, and Puerto Ricans that ieufdattendance.
His friend, another Cuban, began laughing claiming | was correstidDa bit shocked at my
rather forward and accusatory analysis of his decision, refussmlytbwas wrong and quickly
changed the subject.

The “Cuban-ness” of Hudson County has not quite diminished. There id-knawn
spot where Santeria drumming occurs every Sunday. There are nui@elmars restaurants and
travel agencies that specifically handle travel between Hu@sonty and Miami. Services are
available dealing directly with transferring money from th8A to family members in Cuba.

Cuban groups like Los Van Van and IreKéreften perform at small local venues in Hudson

47 Many members of this group have defected to theddrtates already. Paquito D’Riviera and Arturo
Sandoval are former Irekere members who defectd@®89s, partially with the help of the late Jazyeled, Dizzy
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County when they are on international todrsnbg a genre of Cuban music similar to Salsa, is
beginning to grow in the United States and many of the Cuban musidemglay this Salsa-
like genre live in Hudson County. The sense is that the area hafinmas from a Cuban
community to a Latin American community.

Darker skinned Cubans like David remain. Some of these individuals maintagher
status staying in Hudson County than they would if they moved tauthelss. In the suburbs,
some would be seen simply as “black.” Many of the darker skinned Cudsgesially the more
recent Afro-Cubans, are well aware of their African ethnidtdge to the point of some men
stating to me “I am Fellani. My ancestors were Fellani“lcem Yoruban.” This is a level of
African ethnicity stripped and stolen from most, if not all, African-Amems. The presence of a
more diverse Latino community has certainly diminished the promirer€abans in general in
Hudson County.

Newark has been negotiating a different sort of geographic sdwelge. The Italian
communities moving out allowed the Puerto Ricans to move in. While H@sonty is mostly
apartment buildings, much of North Newark is composed of larger grérouses. On the one
hand, people like Juan Pedro are leaving Newark but keeping more thanfgastin the old
neighborhood. On the other hand, some socially mobile Puerto Ricanayang gt Newark and
renovating their homes and directing their attention on improving tighbwhood. A realtor
commented to me that the same exact property, in terms affdrise and property, that sells
for $250,000 in Newark’s Central Ward (the area described frequentthe a&frican-American

section of Newark) sells for $450,000 in the North Ward. A friend of Jedno® was going to

Gillespie.
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sell his home in the spring of 2005. He was offered $300,000 and he waraéé to Shortly
after receiving the offer, he was notified by the City ofMdek that his home actually qualified
as a two family house and that its value was more than $450,000. Hedlécistay and is
considering renovating the building so that he can rent part of it as an apartment.

However, just as in parts of Hudson County, Latinos are moving intoeiigiéborhood.
Mexicans are the recent arrivals, but Dominicans, Peruvians, G@log) and others have all
been entering the neighborhood since the 1980s. Similar to Hudson Courgsedbminance
of Spanish language shops and services attract these individuaheend trelatively affordable
housing to rent. However, the “Puerto Rican-ness” of the neighborhooddgminishing in the
same manner as the “Cuban-ness” of Hudson County. Unlike migrationGuba, there is a
steady flow of people coming directly from Puerto Rico. And, unlikeryeother Latino ethnic
group, Puerto Ricans do not need to negotiate any immigration issuely, lvarious officials
and service providers have been questioning them about their green Thrsiss generally an
insult to anyone who is Puerto Rican.

My own block in Jersey City in Hudson County is telling. Of the yhint so homes on
the block, seventeen contain Latino households. Three families area#nAdescent, eight are
white working-class families, and one is a middle-class Anglople who have chosen to
purchase their home here rather than rent someplace else rperesigg. | am another: white
and of a middle-class background, though socially liminal and eaewngrking-class wage.
Jersey City and other parts of Hudson County are in the processnwifyggg. This has

happened in Hoboken and the parts of Jersey City closest to the HRigsonwhere it takes a
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Path trai® ride of six minutes to arrive at the Wall Street/World deraCenter area of
Manhattan.

North Newark is not gentrifying although the Ironbound area may bethNNewark
lacks any transportation hubs for travel in and out of New York. Glgwark still holds the
stigma of race riots and carjackings. North Newark may be réngvand transforming itself.
However, the symbol of social mobility is to leave Newark, not remain.

Effects of Social M obility

Curiously, tensions between the socially mobile musicians and those musiciamstanabl
achieve mobility are not noticeable. Lack of class tension exists becauke,bamtistand,
social mobility is irrelevant. A number of equalizing factors directly coisnechow “music as
work” operates and to the Latino-ness and Puerto Rican-ness of Salsa. Theza@daetiors
also affect the way that the networks of musicians are constructed and megintai

Social mobility has absolutely nothing to do with how well someone plays. The goal of
any performance group is to obtain work and to perform. The quality of the band will ofte
determine how much work a group gets. The quality of the band is largely detkbyitiee
guality of the individual performers. The quality of the musician is not affegtédskor her
social mobility. Socially mobile or not, the musicians tend to come from sintalss ¢
experiences during their formative years while they are learningyo pl

A musician who was enculturated first to the middle class may have an advanag

other musicians. Money may be available to provide children with more elabarsiteam

48 Relatively equivalent to a subway
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training and more musical opportunities than those in the workindtlagese musicians may
learn to read music earlier, or better, than their working-class countesipaply because they
had access to better musical training. However, these same musiclard edtablish networks
with salseros at a young age. The ties of fictive kin can be establiskenh life, but the
authenticity of the musician must be proved.

Conclusion

Family is highly valued among the men who play Salsa and perhagrsoFRicans,
Cubans, and other Latinos in general. Gender relationships today shoapemsity towards
economic equality that deflates an older generation’s approach toismac The men have
found new ways to practice machismo through bravado and through particayasr of
“respecting” women, including confronting other men, outside of the famiip, do not display
“respect.” This is reinforced through the networks of Salsangivnen multi-generational
networks of support, which are elusive for many non-salseros.

Family is also stated as the motivation for achieving socadility. Lack of family can
be perceived as a hindrance to social mobility. The social mobxipgrienced by salseros is
similar to the pattern of white ethnic groups, specificallydted, a generation or so earlier. This
mobility is somewhat different for Puerto Ricans than for Cubaa#lynbecause of historical
circumstance, patterns of migration from the Caribbean, and race.

As individual families move out of the urban areas of New Jetkey,become favored
areas for new waves of Latino migration. New Latino ethniciteage been encouraged to move

into these areas by the prominence of the Spanish language andrthaffardable housing.

9 For instance, Julliard and Manhattan School oidloffer Saturday programs for talented high stsaalents.
Admission is not limited to residents of New Yortat® and both of these schools are within reaserdibling
distance from Newark. These programs are expef@iv@ne to participate.
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This movement changes the character of the neighborhoods. Gemndnfi¢etwever, is mainly
occurring in the areas near transportation hubs into Manhattan and thet majority of the

working-class neighborhoods.

138



Chapter 8
Rehearsing Salsa

I ntroduction

Miguel
| first met Miguel on a cold Sunday afternoon in February. Cédaisbeen telling me to

about his salsa band for more than year but always in the past tense. Afteartsvofyeactivity,
the band was re-forming and needed a piano player. Carlos recommeatedyttrombone-
playing friend Cornel and | join the group. This wasn't the first Latin Bamould play with, but
it was my first, primarily salsa band. The others | had been indalvavere mostly cumbia
groups. Bolivians managed one and Colombians, the other. The cumbia bayes$ ipbth
Cumbia and Merengue, and they included some Salsa in theirl seds. excited because |
wanted to play Salsa, but also—like many other salseros anthjasizians—I didn’t really care
for Cumbia as much. | felt it was boring to play

We first met at Miguel’'s brother’s auto repair garage. Bawnged to his other brother
David, not to Johnny. The garage was unheated, so we set up two space e the band.
Miguel set up his large sound system. He passed out the charts. Jodmtlyere and he was
quite nervous. He had never sung with a band before. Jesus wagredsot making the
strangers feel welcomed. Fernando played bass; Cheo, timbalaslitig-bongo-player,
bongos; Carlos, congas; Juan, trumpet; and lastly, Cornel and Migyetigkumpet and sang. |
have a tendency to be much shyer than people expect—my physicaftsizenisleads people

into thinking | will be outgoing when | am often not. | wasnmtlated by the situation. After

% While Salsa often features complex rhythmic pipads, Cumbia tends to have the keyboard player
playing only on the second beat of each measure.o®uld argue for a development of Cumbia fromlrura
accordion based music, but the more intricate aionmparts moved to other instruments.
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we began playing the first two or three tunes, they all commehtd | was the only one who
was accurately reading music. | relaxed in their affirmation of s ski

They passed around beers and a bottle of Chivas Regal. Cheo offeradimeeof
cocaine. | declined. The drinking was not excessive and simply a matter of sotyatiihen |
commented that | didn't like Coors Light and preferred beers mibhe flavor such as Bass,
Jesus and | entered into a conversation about them. No class idistives made due to my
preference for something different. Rather, the beer conversasnawmoment of social
bonding. Carlos, who had worked for Budweiser for a time, complained thasitfucked up”
that Miguel bought Coors. No one turned down the free beer, edlegi. With pride, he
professed that he didn’t drink, a frequent irony among some casual drug users.

Johnny, Miguel’s brother, was about 6’4", weighing about 350 pounds; he looked more
German than Puerto Rican. He sang well, like Marc Anthony. MignielJesus harmonized with
him with professional precision. The three were very pleased Wwéhfitst rehearsal, even
though Johnny was quite nervous. Johnny had never sung lead in a band Qeflose took
pride in how well | performed on the first day. “That’'s my nigde”told the other guys. Cornel
looked at me and rolled his eyes when Carlos said that. | don’t thimkéard anyone use that
word again at a salsa rehearsal.

We continued to rehearse in Miguel’s brother’'s garage for arMegks and then shifted
to Miguel's bedroom. Miguel lived in his parents’ basement in Nkvia a room that was
renovated to look like a private apartment. Johnny, recently divoreed, iin the attic of the

same house, which also had been renovated into an apartment. Their Deticelived in his

st Declining the cocaine immediately established #&epatwhere | was never offered cocaine again. Cheo
offered it to be friendly. When it was clear | haal interest, he was not insulted nor was he judgahen
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own home with his wife and kids, while their youngest brother, Jose|iasl in their parents’
home. We had more space rehearsing at David’'s garage, but Miguldl leave his sound
system set up in his bedroom.

Eventually, the band complained about the lack of room. We wereeadllljt on top of
one another without enough space to set up music stands. The mus badotaced on
Miguel’s bed for the horn players to read. Soon, we began reheatrsing af the local bars that
had a large room they used for catering in the back. Miguel masy/s aggravated that he
needed to set up and take down the sound system every time we rehearsed.

Juan Pedro

Juan Pedro was not a stranger to me when he started his groupd \Yettea to know
one another through Miguel, but we had first met many yearswhen | was playing Cumbia
with the Bolivian band and Juan Pedro was called in to sub for the rdzagdarplayer. Juan
Pedro’s after-school music academy had been open for a yeeo ar 2004 and he wanted to
start his own salsa band. He had been telling me for some tineetheanted to start his own
salsa band and had known | was an aspiring anthropologist. He didn’tuqdgestand what
anthropology was, but he respected the idea that | was tryiegrh a PhD. On one gig with
Miguel, | spent the breaks between sets reading Eric Walhioh he emphatically pronounced,
“Roberto...You cannot do anthropology during a gig!”

Juan used the men who taught at his school for his band. Peter, tlvedbayey, who
usually played timbales when he performed professional gigs, el giving percussion
lessons at the school. Jose, the sax player, was an old coeggedf Juan Pedro’s who taught
at the after-school academy as well. Jose and | already kreeanother from Miguel’'s band. A
bit different from everyone else, Jose was Cuban, not Puerto Riwéfiyed in Hudson County,
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not Newark. Jose knew David and the other Cuban musicians | knew in Hudsoy &udimtith
whom | played Latin Jazz and Santana influenced Latin Rock and Radl.ahas | quickly
bonded as close friends based on inventing a fictive kin relationship beckioew guys who
were from his older familial network in North Bergen. Jose aspip play Jazz, and upon
knowing that | was a skilled musician and a graduate of WilliaterBon’s Jazz Program, he
gave me a high level of respect and camaraderie. Jose ar@hRaere the two most skilled jazz
musicians I've encountered playing Salsa who were not Anglo-Aaresi Most local salsa
musicians do not cross genre lines. They are apt to play $#iea,Latin popular music like
Cumbia and Merengue, and little else.

Ramon lived nearby but he moved to a smaller home in a town ailes away during
the course of my research. He taught trombone and voice at the Acdddhe group, trumpet
players revolvedfirst starting with some guys who taught in the Newark Schgste® with
Juan Pedro, later replaced by older guys who had been playseystate the 1970s. The other
percussionists, like Charles, lived nearby and had known Juan Pedrbifjorschool. | asked
Charles if he knew Migueds well, “That guy? Please...,” he responded. Charles had notrespec
for Miguel. Ramén, Peter, Charles, the two current trumpet @aydhr operate in multiple
networks that extend well beyond local Salsa. To call Raméncal“galsa guy” is to do a
disservice to his extensive career and resume that includgstopatevel salsa bands as well as
high-level jazz performances with the likes of Wynton Marsalis.

Frankie and Ricardo, 28 and 27 years old respectively, were broughsimgtlead and
Chorro. They had both been students of Juan Pedro’s in high school and had ngwethsan
salsa band before. They had, however, performed with Juan Pedro wheas lleewmusical
director at one of the local Catholic churches. A third singer-ge&8old woman, was present
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for the first few rehearsals. Later she was replacedmjder, experienced singer named David.
He was then replaced by Jiro, a 21-year-old singer who wanted tstae & had met Jiro the
year before with Miguel. Jiro was gaining local fame becéwskad appeared on “Showtime at
the Apollo” and had won the amateur contest three consecutive fimesvould leave, return,
and leave the group again over the next year as he receivedtatidn to work with a producer
making hip-hop recordings in Los Angeles. When this did not work owt, réturned to
Newark. He then moved to Puerto Rico to appear on a realityisiele program on the
Telemundo Channel. The program was a combination of “Big Broth&t™Aamerican Idol”
styled show¥.

Juan Pedro continued his mentor-like relationship with Ricky, FrankieJiamaluring
the rehearsals, instructing them not only on how to properly singisa Bands but also how to
act professionally. He was, and is, concerned that Jiro would be awaptby the promises of
fame and fortune and would not develop into a working musician of high pmifaksaliber.
All three teased Juan Pedro that they were no longer in high sashddie should relax. The
band members joined in on the kidding of Juan Pedro when he appeareat tRitky and
Frankie as if they were kids, suggesting that Ricky had gassete to a girl during lunch to tell
her he liked her, or that Frankie should “be sure to do his homework bécalsevere coming
up.” In the midst of Jiro’s coming and going, Frankie’s sister plammegbining the group as a
singer, but she could not make the rehearsals because she neededdretak&er young child.
Eventually another older singer, in his early 50s, joined the group whaureg Chorro with

Héctor Lavoe in the 1970s. Ricky and Frankie were very talented vary skilled at

52 “Big Brother” is a reality TV program where peoftilee together in a house and their lives are on
constant display for television cameras. “Ameritdol” is a nationally televised talent competition.

143



harmonizing, but neither had the raw talent and instinct that Midgoehny, and Jesus had.
However, over time Ricky and Frankie continually improved. Miguel, Johamy Jesus, on the
contrary, were very good from day one but never developed or learned any new skills.

Juan Pedro’s school was located a half block from his home anddathe corner from
Peter’s apartment. The school was on the first floor of a vgeer building that had storefronts
on the main street, including a Chinese take out and a small phgtggstudio. Above the
school were residential apartments accessible only from thetsed#. We had to stop playing at
9:30 pm otherwise the neighbors complained. After many reheavsalsyould go back to
Peter’'s apartment, which was actually in the same buildinbeaschool, or go to Juan Pedro’s
home and have a few beers and listen to music. Unlike hanging duwhgtiel or even at Juan
Pedro’s house, the music we listened to at Peter’'s was hightlatiel Jazz and occasionally
Cuban percussion music. Peter was direct about the connections betweemsic that he
played and Cuban music. He also practiced “The Religion53,” whiophasized his
connections to Cuba. We made a habit of watching clips from Cuba otiamssion the
Internef”.

Rehearsing

Salsa as the (re)production of Latino/Puerto Rican culture emgrgésree significant
spheres: the rehearsal, the performance, and the national andhtioteal music industry.
Performance is the main vehicle through which Salsa reproduceso FRiegn and Latin
cultures, but performance is impossible without rehearsal. Howéneconsumption of Latino

culture though performance is usually not a field of cultural caattest although for the greater

53 This is a reference to Santeria.
>Access www.congahead.coandclick the “video” tab.
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music industry, including radio broadcasts, it is. Rehearsals represddta ientention among
the cultural reproducers but not for those who consume this form ofssy@eculture. This
chapter examines the phenomenon of rehearsing.

Performances and rehearsals are the two predictable and regadass for Salsa. These
two events are related and work in tandem, but the two presietedi kinds of social
interaction. Rehearsals tend to far outhumber performarfé@ssome bands, performances are
frequent and the group is prepared enough to deem steady rehearstiegssaryHowever this
point only comes after a group has gone through some period of reshéarsing.

Rehearsing is on one level simply the process of preparingup dor performing.
During rehearsals the group’s material is learned; complicatediseetnd passages in the music
are worked out and clarified among the band members. Vocalgsartdso divided among the
singers. Any issues about or with the music are examineshgarsal. Mistakes can be made
and, thus, performance is refined. The pressure for a precise pant@ns lessened at a
rehearsal, although the goal is a flawless execution of a piece.

Rehearsals differ significantly from performances in two fomelstal ways. First,
rehearsals are not done in front of an audience, although occasianiaily people will be
watching the group at a rehearsal. No one is consuming arsehear se and “guests” at a
rehearsal generally understand this. In fact, some guestseatrsals feel as if they have been
given a special opportunity to see what goes on off stage. Second, thespaaderehearsals. In
some professional cases, however, the musicians will be paidheansing, but this is usually
when they are performing with a well-known artist who generatiEsge amount of capital
through his music. It is uncommon for a local level bandleader tah@agther musicians for
their rehearsal time.
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Even though rehearsals are unpaid, bandleaders generally requirelftemusician
cannot make a rehearsal, he may not be given a particularhgige &re numerous exceptions to
this, especially if a group has set members. If a steadgrp®r in a particular group cannot
make one rehearsal, no one will complain or lose his gig. Famdéiaorks often secure a band
member’s position until he abuses the relationship. In some cases@am's reputation reveals
that he is one who knows many songs and has the ability to coma gngy without rehearsing
and still perform at a high level. Although a musician may obtgb avithout committing to a
rehearsal, he generally attends the rehearsal nearbstdate of a gig. These musicians just do
not come to rehearsals on a regular basis. In Juan Pedro’s band, epects Ramon to show
up to every rehearsal. He does, however, come whenever he can, and henhasatiendance
more often than not.

Since the rehearsals are unpaid, one must also consider that $150ofe-néght
performance may be calculated as $150 for a two-night commitantming there is an equal
number of rehearsals and performances. Rarely, if evehissthe case. Juan Pedro’s band
rehearsed nearly 30 times from June 1, 2004 through June 1, 2005, but playeduonly f
performances during this period. Remuneration, therefore, canlddated at $600 for 34
nights or approximately $17.50 a night.

The value of rehearsals, however, is not determined solely inntarmer. First,
rehearsals are rarely as long as performances. Juan Pedreebiarsed for an hour and a half.
Miguel would extend his rehearsal slightly longer, perhaps two hbutghe rehearsal would
also start more slowly and chaotically, especially regarthegreadiness of the sound system
and the focus of the musicians.

Juan Pedro has been fortunate in that he owns a rehearsabadalcas complete say
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over how this physical space is utilized when he is not reheaSomgsequently, Juan Pedro is
able leave his sound system prepared and ready for use where®s$ figuently had to set his
sound system up in the rehearsal space. Since the rehearsalvagaceJuan Pedro’s music
school, he was able to keep spare musical hardware—music staodsphone cables, patch
chords for the electronic instruments, percussion instruments—avadallée has been able to
keep the music for the band on display in folders on shelves in harsahspace. Miguel, on
the other hand, had to carry around his music from one rehearsal teeanether, at times
forgetting or even losing sheet music. In Juan Pedro’s rehsp@at, a copy machine is handy
where sheet musican be duplicated immediately if a musician would like to tilee music
home with him to practice. All of these factors enhanced Juan Pedkpigation for
professionalism.

Rehearsals can have a more relaxed atmosphere. There aresnoodessfor rehearsing,
whereas a performance requires specific clothing such agla it and a white shirt owned by
the musicians or possibly a special shirt owned by the bandle@deronly situation in which a
particular dress is specified occurs when rehearsals begoam-auditions. In this case, a
bandleader may invite a perspective client to come to a reheatatkk business or hear a band.
Even in this situation, casual clothing is completely acceptablealudndleader may find
himself telling the musicians not to wear shorts, not to dessasually, because a potential
client is expected. Another possible occurrence happens when avidanthpes a rehearsal
with the intent of using it to obtain work. This is a controlledqgrenance completed in the time
and space allotted for rehearsing. Musicians value these effecting dress because they have
a more direct relationship with obtaining work.

The private nature of rehearsing can also generate adedix®sphere. The absence of
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an audience creates a situation where the musicians &ty gplaying for one another.
Musicians enjoy playing music. A rehearsal creates an opportonglay. One does not often
find opportunities to play with a full band in a situation where anesggi is not expecting
something. The rehearsal provides this space; as such, it becomes leisure space.

Since Miguel rehearsed in the back room of a bar most ofithe, there would
occasionally be a small audience. The musicians generally igr@eaitience in these situations
and the audience eventually becomes bored. In rehearsal, a band aftethelsame song four
or five times in a row, something that would never be done in a penfmencontext. An
audience that wants to see the band rehearse usually accepts #ti#f drifts away around the
third time a song is played. If someone yells out “Do somethimd’ethe bandleader responds,
“We're rehearsing. Leave if you don't like it.” On many ocoasi guys at the bar have bought
a round of beers for the band during the rehearsal. This too carnebgreted as an act of
machismo or at least as an act of displaying one’s manliAeaan can afford to buy a round of
beers for 11 guys; a boy cannot.

This private nature of rehearsing, however, does not always regess. $n fact it often
increases it. Here, the competition among musicians in the bankecat its most fierce. The
performance abilities of musicians are on display to other namsian the rehearsal. One-
upmanship is common, but discussions of how things should be played are hese. T
discussions may become heated. The rehearsals also allow musichesk one another out to
see if they want to use each other on additional gigs with otmelspand thus expand their
musical networks.

In Miguel's rehearsals, guys fought over how particular psroasbreaks should be
accomplished. In many tunes, the percussionist needs to play sect@mmarticular rhythmic
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phrase in unison. Percussionists, then, argue over what is the pragise play the phrase. By
listening to the original recording of a composition, these probleams easily be solved.
Miguel’'s percussionist sometimes could not accurately reprodhgcphrase because of limited
skills. While the argument was often about what the proper phrasetheasub-text of the
argument was criticism: Cheo censuring Carlos for not being able to exkeuthrase properly.

Rehearsing with Juan Pedro was far more challenging fot fireatahan rehearsing with
Miguel. The musicians playing with Juan Pedro are of a highébetr. They have more
experience. In part, they were often on my case to play up toighestandard of performance
that they held for themselves. As a musician myself, | learreed about playing Salsa properly
during the time | rehearsed with Juan Pedro’s band than | lad previous 15 years of playing
in salsa bands with weaker musicians.

Performing Masculinity

There is also another issue regarding the definition of manhood cahtaitien the
rehearsal space, which | describe as: A man shows up féramo produces. In a rehearsal or
performance situation, a man executes his role in the mudicperfection. If he does not, he
will hear about it from the other men in the band. If he does perfeeth no one really
celebrates him for doing what he is supposed to do. When | finalkcawe criticisms and
played at the level the other musicians expected, they simgly‘Slaw you got it” and raised a
beer to me. A man does not need or require any other special acknowledgment.

However, | also felt that there was a minor ethnic bias. Tiere times when | played
parts exactly as they sounded on the recordings we werg toyimitate, yet | was still told it
was not correct. When speaking of this to non-Latinos, white or blackxperience was often
echoed back to me: Non-Latinos receive more flack from thadsato play the music properly,
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to swing appropriately. Nevertheless, | was also told, and have exped, that the tables turn
quickly when a salsa bands decides to switch to an American” ‘pazzswing” beat. The
salseros frequently do not play that music properly and often sooatarish when trying. As
one non-Latino informant stated: “Well, Rob, just wait until theytsrying to swing. We can
play Latin so much better than they can play jazz. That’s your time talggue shit right back”

| disagree with this concept made from an ethnic point of view buteratone based on
musicality. Many non-Latinos playing Salsa are very accomlighzz musicians. They have
developed skills for learning and studying music beyond that of misgres or any group of
musicians dedicated to playing only one genre of music. Even sothe ofost skilled salseros
do not recognize the names of typical jazz musicians such VWahoréer, Joe Henderson, or Art
Blakey while the non-Latinos are quite familiar with Héctovae, Marc Anthony, or Tito
Nieves. A trained jazz musician of any ethnicity is skilledadapting to varying musical
situations and by nature devours new music like a hungry athlete.sTheg to disparage the
Latinos in any way, but rather it speaks of the disconnectedness to non-Latinoiexprdse.

Peter is a highly skilled and very talented percussion player. He has perfortmenany
well-known artists and has toured the globe playing Salsa. He Haspea with Jose and me in
a Latin jazz context and does so quite well. He had no idea whadi8ilver was. The casual
music aficionado may not know who Horace Silver is, but eveglesiazz musician since 1959
knows who Horace Silver is.

The dominant social group in United States society clearly consomkiple forms of
expressive culture from a variety of social and ethnic groupsn®@halominant social groups
tend to consume the expressive culture generated only for atigeibyown social group or a
closely related social group. Rarely possessing an insider’s depth okklgmndbout a particular
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genre, the middle-class musicians and audience tend to possieles Areadth of knowledge of
multiple genres. This can change as one’s class position chakgjene enters the middle class,
there are markers of cultural capital in the consumption of musiowlkedge of multiple
musical genres is a form of cultural capital, just as an awaseof cinema that includes
knowledge of the directors is a source of cultural capital. (Bourdieu, 1984, p.27).

The criticism that other non-Latinos and | have received playing Sdlaléss when we
play with bands comprised of weaker musicians. One afternoon | tdld &tmbale player in
Miguel’s group, that | was frustrated with the criticismsdsweceiving from some members in
Juan Pedro’s band. He reacted by saying: “You? They're on wse?t He was surprised that
the musicians were criticizing my abilities. For performemcJuan Pedro often hired
neighborhood guys to operate the sound. These soundmen, who did not have tlevelanfie
musicianship as the majority of those in the performing group, praimsedbilities and often
asked for my phone number for possible future work. This was done irb@eatise piano
players are difficult to find; we are at a premium in the musgdrld, regardless of genre. This
touches on the prestige issues connected to Salsa.

First, to some salseros, having a “white” or “Anglo” musiaiagy represent a validation
of their role in US society. There is a kind of status in havihgeaguys around that comes from
associating the Latinos with the dominant ethnic group in US sodiétytening the band
slightly—never completely and rarely on the percussion—could bepreted as a way of
raising the prestige of the other musicians. It is a waghofving that the musicians are “more
than” simply neighborhood guys trapped in their socio-economis.claskind of structural
racism appears here because black musicians do not provide thiealiftam the socio-
economic class. The weaker musicians, such as some in Miguel's ,gaoeiike likely ones to
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refer to “the niggers” or use some other racial epithet. Ldifference in economic class exists
between most members of Juan Pedro’s band and those in Miguel’s, Inutiglogans in Juan
Pedro’s band are all of a consistently higher caliber.

Second, the white musicians have a reputation of being more profés3ibeavhite
musicians have a reputation for showing up on time and not overdrinking dyrerépemance.
From what I've observed, this is not the case. The white guysistras likely to show up late
and just as likely to over drink. However, few musicians get ingpjartely drunk on gigs. Most
do drink; some drink a little too much. Few approach “fall down” drunk. éheuk to the point
that it affects their performance or their professionalism, regardletbratity.

In Juan Pedro’s group, all of the performers are highly experienagdhare strong
professional attitudes. They never fought as the guys in Migo@fid did. Even the percussion
players could read music, a rarity in most genres. Juan Peploaip had no need for an Anglo
musician in their band for validation. If anything, they were niie the musicians who had
suffered from having aspects of their music co-opted by Anglo musicians.

In the preliminary stages of my research when | spent more time in Bptariem, there
was a well-known trumpet player in his 70s who was often presehednternational Salsa
Museumwere | would meet and talk with people. The trumpet player reéftesbe interviewed.
He refused to talk to me. He wouldn’t even respond to my greetimgsofahe Anglo guys who
was often found at the Salsa Museum commented to me that thisetrpraper did not like
white guys. He felt that white guys had stolen his music and that he héal lim&t many gigs to
Anglos. This is logical: The Anglo guys play horns in sddlaads more often than they play
other instruments. He may well have lost many gigs to whigs,qand this particular individual
was a rather dark-skinned Puerto Rican. While | cannot mention his, tlaisy musician has an
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international reputation. His name resonates with all salsaciems who are aware of the
history of the music. | can accept being perceived symbolieallgn exploiting force by this
man, because he deserves the status of a Willie Colén or TitoePaedthe does not have it
among non-musicians. Although he may have lost work and been explgitexhi atinos, his
reputation among salseros is extensive and impeccable.

Social Practices at Rehearsals

Rehearsals represent the time when the social bonds amongamuisie developed and
solidified. A typical rehearsal begins with the guys slowlyespimg and casually greeting each
other. Typically, everyone greets and shakes hands with everyendfedsie does not, he is
considered as aloof or unfriendly, or as a person who considers hamgetfor to the rest of the
band. Deference and respect are given to those who are most moguribut the idea is to
emphasize equality among the band members.

In the face of Anglo dominance in the United States, the rehearsal allows ib@ansu®
reinforce their roles in the localized Latino community. Whildimes socially aggressive to
women, the band members tend not to embrace individuals who are aggiresiseir approach
to other band members. An individual who callously tells another how yoopleoerces others
will be shunned, especially among a more skilled group such as Ram'sP? A tacit
acknowledgment persists that the musicians are equal and possgse knowledge about
Latino culture. A Latino who breaks this implied agreement bellsaid to think he “is a star”
and may be undermined in his attempts to achieve this. The undermainge in the form of
gossip, but a white musician who breaks this agreement may beecphathe band. The value
of the performer in terms of recreating Latino ethnicityatty acknowledged and applies to all

band members.

153



Musicians use rehearsal time to network, both in terms of findiveg gigs are available
and of catching up on the activities of other musicians. They tkae of the lives of others,
such as the passing of older musicians, the family status ofiansiand the status of difficult
or fortunate economic situations. They also gossip about others. Ties @ieates or harms
reputations. Through this process, word circulates about overhgssige musicians or about
egotistical performers who consider themselves stars. “Yesahaikable...but he doesn’t think
he needs to rehearse” is frequently heard.

Some musicians obtain opportunities to enter the larger music ndiéten one does,
this will be celebrated. If this same musician finds himsedfiplg local gigs, gossip will be
exchanged about whether his time on a more national or international circuitdtasdHis ego.
If a musician is still living in Newark or playing local gigthis fact will be accentuated if the
musician considers himself a star or acts aggressively. i het acting like a star, he will be
praised. “Oh yeah, he’s always available to rehearse fog.aNgte guy.” If he behaves in a
superior manner, this too will be repeated.

The message imparted is: We are Latinos/Puerto Ricans playing musace \&gual. We
are no better than our audience.

Conclusion

Rehearsal is the space where the band refines its cragtustually not given a direct
monetary value. In this process, conscious decisions are made hattpieces of expressive
culture will be reproduced in performance for the audience. Tinscazate stress among the
musicians as they struggle to learn how to execute passagesnmsieproperly. The Latino
specific aspect of the music is emphasized, and non-Latino musiciag be placed under
greater scrutiny during the rehearsals.
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The rehearsals also allow the musicians to network in ordendonfore work and to
gossip about other musicians in order to keep track of friends andaasscnd to maintain
reputations as performers. The cultural message generated irehtbarsal is that all the
musicians are equal as human beings, although older and more rcg@meusicians are given
greater respect for their proven skill and experience. Thégeegenerated by performing Salsa
is earned. Once earned, however, an individual is still consideredtanthen another. Gossip

maintains this “equality.”
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Chapter 9
Performing Salsa

Introduction

The room smells of stale beer and cigarettes. Many rooms sla tiit of a cliché to say
so, but you really don’t know the smell until you've experienced it 20, 38) imes. The smell
permeates the carpets and whatever fabric there may belu @r catering hall. It's gotten
better in New York and New Jersey now that there is a ban onmsgniokplaces of business, but
the sour smell remains. It's especially pungent combined witkritedl of newly painted walls.
The Flamboyan Manor did not have the additional odor of chemicals.

The tables at the Flamboyan Manor were all lined up, cadestyle to the right of the
stage and towards the back of the room for about 100 yards. Theylscete the left of the
stage, but they did not go back so far. The room was shaped much likeé & few hundred
people could fit in the hall at these tables. In front of the stemgea small dance floor. The
Flamboyan had a relatively small dance floor compared to sdmee clubs. Behind the dance
floor, directly across from the stage, was a bar. It was fexiey or traditional wooden bar; that
was saved for the front room. The bar by the dance floor waslikera counter with beer taps
and a small refrigerator behind it. The front bar was better stocked.

The dance floor bar held a few cases of Budweiser, Coors amghtHeineken as well as
some bottles of vodka, bourbon, gin and tequila, and Chivas Regal. There sdéeaysd to be
Chivas Regal and Hennessy at every gig in every club or rogitkéll. There might be some
relatively top shelf liquors, Stolichnaya vodka for instance, but néwer‘ttendy” or “hip”

designer vodkas or whiskeys one might find at a dance club in Manbatamost dance clubs
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in Jersey. If it was a cumbia gig, there would be a brandudrdgente called Cristal, a licorice
flavored liqgueur from Colombia. If Salsa, the Cristal would b#atfront bar, but not in the
dance hall. Cristal would be someplace, but easy access to it was unndatéssaydience was
primarily Puerto Rican.

The most attractive bartenders stayed in the front bar, wadically had nothing to
do with the performance in the hall, except for the fact tiiatonly men’s room in the entire
building was there. The bartenders in the front bar were alwaysen and their job included
keeping the patrons at the bar drinking and spending money. At the thar catering hall, the
intention was to get a patron to buy an entire bottle to sharehitiiends. Women didn’t buy
these bottles, but women would certainly buy their own drinks from tnténe. The bottles
may go for 300-400% more at the bar than at a liquor store. A $ignntan’s success and
prominence was apparent if he spent $70 on a bottle of Johnny Wal##ewRich he instantly
shared. A similar gesture is found in the situation where mest ioisibuying the band a round
of drinks after a set. Always appreciated, the band acknowletigesién for his generosity.
Clubs rarely, if ever, provide the band with free beer or aléahol

There might be food. Over small flames, large silver tragsfiled with pork, rice and
beans, fried plantains, chicken, a variety of deep-fried and batteoed fike crab cakes, fish
sticks and pork. Always a lot of pork. It is difficult to be a vegataon the gigs, and the
vegetarians were usually the Anglos. There were also bowlsanf, s®thing fancy, just iceberg

lettuce with a simple dressing.

> “Eree beer” is common misconception that non- kiaas have. Salseros rarely get free or even
discounted beers from the clubs where they perfdiis is probably because for a group of 15 musg;i& can
mean 60 beers over the course of a night. Thatléaat $300 worth of profit the club owner wouldt neceive.
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The age distribution always struck to me. The audience was cothpbfaks from ages
one to 90. Many performances were parties of some sort withsiiegle men and women
between ages 21 and 30. These parties were not “pick-up joints,” insteadniteped families:
husbands and wives in their 30s and 40s with their children and posgiblgheir parents. The
band often had a similar age distribution, though no one was usually undére3performed at
over 1500 gigs playing many genres of music over the last 20. yigaaonly other place that |
have seen this age distribution is at weddings, not at rock or hip-bbp ol at jazz gigs.
However, a jazz performance may have band members with such atmities. The middle-
aged men in the audience at the gigs often try to out do eachbgtspending more and more
money, and they also eye any woman under 35.

The men had to dance. The women appeared to love to dance and wagultieira
boyfriends and husbands out onto the dance floor, with very little resestdihe audience then
called for more Salsa. If a couple were particularly adeptaating, the audience would watch
them closely, more so than they watched the band. It was albpeupressive if the couple was
older than fifty. They might not dance as frenetically as thoseeir 30s, but both partners
knew exactly how the other would move. It really is a treatHerdyes. Younger people might
get up and dance to a DJ playiBgchataor Reggaetonbut the middle aged and over wanted
Salsa, and they liked it best from live musicians, not the DJ.

The DJ and the band traded off spaces of time. The band played fond&srmand the
DJ would play for the next 45. A band might play three sets—thoé®e &f about 45 minutes—
over the course of four hours. The DJ might work for five hourbelfiJ played the same songs
as the band, this would anger Miguel. Often the DJ played a greatety of Latin music than
the band. This compensated for the styles the band did not perform Tiiglannoyed the DJ
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because he might want to play mostly Salsa. However, this was the band’Byspecia

| am describing what it was like at the Flamboyan MandYonth Newark, a restaurant
I've performed in maybe 20 or 30 times with Miguel and Juan PedroeXjherience was the
same in many places. The Mediterranean Manor in the Ironbound weks the same, but the
proper bar was further separated from the dance hall, just liKeystial's in Lyndhurst, just two
miles from North Newark. The Players Club on Verona Avenue twassame but without
separate bar area at all. The clubs on Broad Street near Chester Avendeanpleriesed. They
were smaller, like The Players Club. Sometimes the BroasktStiubs were geared towards
younger people. These clubs shifted in their music depending on vésatcwvrently most
popular. In 2004 and 2005 they mostly have Reggaeton, which is providedsgridhot live
bands.

Performing Salsa

There is little point to rehearsing without performing. Performanscacting out the
expressive culture that is Salsa. Performance and rehearsikgnvandem, but the presence of
the audience significantly changes the actions of the musid@nkrmance opportunities are
the basic goal of any salsa group. While it is through padiace that a musician will generate
income, it is also through performance that a band will direetigage an audience. In
performance the group, in conjunction with the audience, reproduces anoutespects of
Puerto Rican and Latino culture. The audience is not passive ipetfi@mance. Salsa is
participatory in that the audience has an active role through dance.

The audience and the salsa band have a symbiotic relationship. ldeshysic inspires
people to dance and in return the dancers inspire the musicians tteeilif performance. A
poorly rehearsed group or a group lacking skill and/or talent magraeide this inspiration and
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therefore the feedback. A group performing a repertoire untamdithe audience may also not
inspire the dancers and generate the emotional feedback loop. Ircagkern band that does not
inspire the audience to dance will have difficulty finding work.

Multiple kinds of performance opportunities exist. It is often tindgposition of Salsa
with an event that reinforces the association of Salsa withdPBeran and Latino culture. Some
performances are more relaxed than others; some are shorter. Somegrerdsrailow audience
members to act out their fantasies of being a DJ on the radie others are the backdrop to
courting between men and women.

Types of performance opportunities

My favorite place to play is called Willie’'s Steak Househe Bronx. Although | never
performed there with Miguel or Juan Pedro—the Bronx was out of tleéwvorks for gigs—.
Ramoén, Peter, Charles, and Jose all knew this place. Williegk Stmuse is a bar with a small
stage and dining area. Pictures of the owner with Tito Puentedmating walls beside photos of
other salsa legends like Willie Col6n, Héctor Lavoe, and El Granb@olWillie’s often hosted
salsa bands there and the audience knew their music extreniglwiieh is why | enjoyed
playing there so much. | heard patrons argue over which Bronx bateehbdst juke boxes for
Salsa. Willie’'s was one of those places where musicians would tmhang out, drink, and size
up the competition. In this place, one of many such places, middleragadwere heard
complaining about the youth and how “Back in our day...if you acted up and gdtaoble,
what would your parents do? Send you back to Puerto Rico for a few ntories your grand
parents on the farm! Nothing to do!”

Willie’'s Steak House, like The Players Club in Newark, saathat has Salsa and Latin
jazz bands. Although few of these places had as much Latin Ja¥ilies, these places were
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nearly identical throughout the New York and New Jersey amae $laces similar to Willie's
featured Merengue, but the merengue clubs were larger. Odeasdieatured Cumbia, but not
Mexican Cumbia. These would be Colombian clubs. These kinds of clubsatdsed and
opened repeatedly over the course of many years. There was orentowvisu never heard
Ricky Martir*® on the jukebox and you always heard Marc Anthony.

Charles plays a bar in Brooklyn almost every weekend where the basmdatasart until
one in the morning. They play from 1lam to 4am. Charles has be®nnmag here for many
years, earning maybe $75.00 a night, but alcohol was free. When Gitagped drinking some
years ago, it had an indirect effect on his pay. He used to drink $50c@l0af@lcohol. Now he
gets only the cash.

There is a problem with many of these places: The owners do neepayuch. They
are not fancy clubs where people dress up and pay $20 to enter. Tuieseari afford to hire
known acts with recordings aired on the radio. Many of these I@wvel places, the chuchifrito
circuitt” (Manuel, 1995, p.84), pay the band a portion of what they take in at the Eiveror
ten dollars is charged for a patron to enter. An extremely popptr can come up with
$2000.00 to pay a band but most cannot. The low level clubs, and even more swoethegm
profile places, will be filled with single men and women, @mnand women pretending to be

single. Many bands cannot rely on these places to draw an incor@éatles’ case, he would

56Ricky Martin presented a bit of a dilemma to thesinians. They were quite proud of the Puerto Rican
entertainer’s success, but they didn’t like the imasd they thought he was probably gay. The fgslimight best
be summed up in a joke my friend Frank would oftdh “We Puerto Ricans should be very proud ofligiMartin.
I mean...he’s very successful and we usually dgettthat kind of attention. He’s a real man for wiwa has
done...and it takes a real man to take it up thdike he does.” Homophobic jokes such as this weramon.
Misogynistic jokes were very rare.

> This is a play on “The Chitlin’ Circuit” which wassed to describe low level African-American clubs
where Jazz musicians played in the 1930s and 40s.
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often do a gig in the evening and then travel to Brooklyn to play his steady job.
Types of Performances

Miguel and Juan Pedro would get work in other contexts outside oflibs. cThese
divide into four categories: 1) Open Parties, 2) Closed Partie§oB¢erts/Dances, and 4)
Political Functions.

Open Parties

First, there are “parties” given at a place like the Flayjaho Sometimes they have
holiday themes, such as Christmas, Halloween, or Valentine’'s Day. At thees s no theme at
all, just a party. It may be promoted as “Miguel Rodriguez Y&hestra” but the event is clear.
One or two people rented the hall and charged admission. They kepilssian fee and paid
the band from that. The club still charged for alcohol but none of thatdwgmiko the band.
Miguel threw a number of these parties. He would sell ticketsigdriends and co-workers
ahead of time and try and convince band members to sell ticketdlasle did not always earn
back his investment. These were generally open parties and anfion@anted to come could
simply pay the admission fee and attend. However, strangers 3@deere discouraged from
entering.

A crowd of people in their late teens and early 20s often émitaround outside in front
of the club. The person holding the party would hire a policeeasffic stand outside to dissuade
the young people from behaving badly and to leave the patrons alosesetirity was also
charged with keeping an eye on the patrons’ cars. Fights amogguhg people might occur;
the police tried to discourage this sort of activity, sometime®mtavail. If a policeman broke up
a fight ending a disagreement, no one would get in trouble. If the veobuelerated, some of
the youth might find themselves in jail. Most of the time, howeverythenger people were
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relatively well behaved. They had no place else to go excepntpdd in front of a club. By
hanging out, the young guys might meet younger women who wantelt witta them. Men
always significantly outnumbered women.

A young aspiring local singer often joined the band for a song omatveome of these
parties. Shortly after Jiro made his appearanceSlmwtime at the Apollooccasionally he
would join Miguel’s band and sing the modern R&B song he had sundesisien. In the mid
1990s, a different local singer would come up between sets at Miquesformances and sing
with prerecorded backing tracks of music. This young man from North Newarkduasgsed to
become a nationally recognized salsa singer. However, FrankiémNegver responded to any
of my inquires to be interviewed for this research, or perhaps nmyuoee to interview him
never reached him through the networks | used.

Closed Parties

Second, there were closed parties. Some of these were politiciibhs | will elaborate
on below. Some were weddings, christenings, New Year's Eve pdritdsday celebrations,
Sweet 15 patrties, if a family had recently come from PWRito, or sometimes Sweet 16 parties
if they had been in the mainland US for a generation or two. Othenes private Christmas
parties for a business or Mother's Day parties as well, thaaghetimes Mother's Day
celebrations belong in the first category of performancesofAihese events will be contracted
ahead of time and a fee for the band negotiated. A contract willyubeaworked out between
the band and the people holding the party. This contract will hold up ithdaims court, and
has in Miguel’s case, if the client refuses to pay or capagtthe band. These performances are
key to establishing a steady income for a band.

A number of these events are explicitly Latino in characterléNthiAnglo-America it is
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common to have a Sweet 16 party, Latin Americans tend to celebygaang woman's 1%
birthday with the same zeal. This is calleQ@nce though it is also referred to @alinceanera
These parties are essentially “coming out” parties mearmkelebrate a girl's transition into
womanhood. They can be as costly and as elaborate as weddimeysactually mirror wedding
celebrations. The many | have observed and participated in withirugr®HRican community
usually involve the young woman having an escort, taking on a rol&sitmia groom, though
he is unlikely to get much attention. This escort may be her boyfriend or hieentany a friend.
The young woman usually wears a white dress that impliesdaing gown but looks more like
a prom dress.

A number of her friends take on roles similar to that of bridesmalisse young women
wear similar outfits, essentially the same as bridesmdi@sses. It seemed important that their
outfits did not overshadow that of the young woman’s who¥ebirthday they were celebrating.
The friends too will have escorts, but they are there to supporotimg ywoman and her friends.
To this extent, they don't really imitate groomsmen. The young wesar tuxedo-styled outfits
that look more like prom tuxedos.

In Newark, there are two unique occurrences at these partiedirgthis a traditional
Puerto Rican practice. The young woman sits in the middle abthra, or in the middle of the
dance floor, and her father removes her shoes and replaces them different pair. The
original pair is usually plain in appearance but the new patyish and expensive looking. The
exchange symbolizes a transition, the father's sheparding of théntgi womanhood. The
woman, her friends, and their escorts all perform a choreographe@ dautine to a pre-
recorded salsa song. Usually this salsa composition is fromddh@s and not a current hit.
Unlike the usual repertoire of the band, this song is far more likehe from the Fania All-
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Stars. Itis never a Marc Anthony tune.

While the dance steps of the young people are not particularly ptwegdasuggest that
this event is meant to declare the girl's sexuality. Simee dance always follows the shoe
exchange, the birthday girl has already been symbolically éelcteawvoman. The dance displays
the young women interacting with the young men where all of theipants attempt to dance
in the manner of their parents. It is never a hip-hop dance, tieetstwhich the young people
are more accustomed. The dance accentuates the fact thatltie rgw a young woman
because her friends and she are dancing with the young men ahithgatihem in front of their
parents and their community. This is all symbolic. The young womay lmve had several
boyfriends and her virginity lost before this event. Chastity ienosymbolic in nature. Most
young women are no longer under the total scrutiny and control iofpeents in their daily
lives as in the past.

This showcase dance is the most talked about event at the Quinibe.thé guest may
comment on how pretty the young woman appears in her dress or how wbhdeitair looks
that evening, the dancing is more inclusive. With the dancing, otherabée to comment on
how well, both in terms of appearance and dancing skill, all the yowygepwok when they
dance. Like the older couple on the dance floor that | mentioned bdfegesare drawn to the
floor as the guests watch the youth dance. As Rdalghter's Quince approached, he told me
how her friends and she had rehearsed their routine weekly for mdetlgas proud of helping
his daughter choose her song. The small rituals that occur etiding such as the cutting of a
cake, toasting by the best man, the throwing of a bouquet of flowdrsaaon are all absent at
the Quince. The dance allows for a participatory event that mag&g®ting woman, her friends,
and their escorts the focal point of the celebration.
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Another uniquely Latino styled event is the Mother's Day cel@mwatl have been
playing Salsa, Cumbia, and Merengue since 1990; during that tiategdrformed on Mother’s
Day five times. The Anglo and African-American musiciafghdw who do not play Salsa or
any other Latin music have never performed at a party on Motbay®. The salsa and the
cumbia bands | have been acquainted with often are hired to @agaal parties on Mother’s
Day. It is fairly common among many Latino ethnicities teebehte in this manner. No special
rituals occur for the mothers at these parties; ratherthtatsthe women, more so than the men,
enjoy dancing. It is simply an effort to give “mom” what shentg on Mother’s Day: she would
like to dance and she would like to have her husband, or the children’s fakkeecare of the
kids for her while she dances. At the more open parties thatradWiother’'s Day, the women
have a tendency to be young, often women in their early twentrescHildren are not always
present. They may be with their grandparents because the wonusbands, boyfriends, or
children’s fathers are likely to be the ones who take thenomtitis day. Nearly every salsa or
cumbia band | have been associated with has performed on Motherat Diag time or another,
some frequently. Only Juan Pedro’s group has not, and this is elserklated to the fact the
Juan Pedro’s band has not yet garnered a reputation to attaetrftevork to datel would
predict that on Mother’'s Day 2007 Juan Pedro’s group will be performing soméWhere

Concert/Dances

For a third category of performance, there will be various codeste events. These

®8 |t is not uncommon for Anglo or African-Americarusicians to perform at a brunch setting on
Mother’s Day, but these gigs are no different frolanying in any other restaurant or brunch evetis. simply that
the owners of restaurants expect a larger crovidragies go out to celebrate the holiday.

59 While editing my dissertation after Mother's Day(Z, | noticed that this did not occur.
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may be at colleges. I've worked as an adjunct professor at Rutigerersity in Newark during
the course of this research. I've also performed at RutgensMiguel when his band has been
contracted to play for the Hispanic Students Association. It hastgoes been a bit of a shock
to students who on a Thursday listen to me lecture about the 'Kudguith Africa and then on
Saturday see me playing Salsa. On the few times this hasneappdéiave laughed it off saying,
“l told you | play with salsa bands.” With Miguel, | had travkl® perform at universities in
Albany and Buffalo, NY, because some young people who grew up in thie Ward attended
SUNY schools and want to contracteal (meaning “authentig”’salsa band for an event. The
band, however, was not happy with the eight-hour ride to Buffalo, but Mogue us double.
One also gets double pay for New Year’s Eve.

There are more concert-like events in the spring and summaerciBBrook Park in
Newark frequently holds festivals where the Park Commissios bhaads to play, sometimes to
coincide with the Cherry Blossom Festi¥alThere are also block parties. Juan Pedro performed
approximately 25 block parties throughout Hudson County with his fridsatid in the summer
of 2005. His friend obtained a contract with the Parks Department. Re@no was able to
contract his own band at some block parties in Newark that sumnguweMiad done the same
years prior.

Often at the block parties, and sometimes at both the open and closes, pahost of
sorts imitates radio announcers. He will be a local neighborhoaodenés who takes the
microphone between sets by the band(s) and recites the tgpidar from a well-known DJ’s

radio program. This is not done as parody; he will speak wittsifuterity and present what he

60 Forgotten in the stereotypes of carjackings andsthgranos, Newark has an expanse of Japanese cherry
trees in Branch Brook Park that rival those in Wiagton, DC.
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says as his own material. Many years had gone by beforasitpwinted out to me that the
announcer was simply saying what he had heard on the radio thatSeee&.men do not have
the talent to play an instrument or to sing, but they may adore randicrave the stage. By
acting out the routine of the radio announcer, it allows the hosts to feel as iféhagtaas much
a part of the event as the band. And, of course, they areauhence never directly criticizes
the announcer, although some may comment privately that they knowhehatdoing. The
audience does not heckle.
Politically Related Salsa Gigs

Finally, there are the gigs performed for the politicians. ie@its make frequent usage
of Salsa as well, which reinforces the community’s cultural ilesmtion with Salsa. First, it is
used by politicians and other civic institutions as a backdrop to prguobteal campaigns and
ideas; second, as a source of community mobilization for tempords; god third, as a general
source for community identity. These are not exclusive categamigshey in fact often overlap
and acknowledge each other.

Puerto Rican politicians almost always appear in public withsa $&and in Newark and
Hudson County. As one Newark politician said to me, “This is whap#ople want. Salsa is
who we are!” This phenomenon happens for two reasons: 1) People diaede and party and
the music simply facilitates this. The music allows the @diti to provide a “good impression”
where the people walk away having had a good time. 2) The muswsalhe politician to
appear to be “of the people.” Salsa shows that he is “one of"tA@nenhance this position,
politicians exclusively use local bands: Newark politicians uswdik bands; Hudson County
politicians use musicians from Hudson County.

Civic institutions also employ salsa groups during their evertiesd events include
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banquets for Latino police and firemen, meetings and parties fimolLettambers of commerce,
and for general fundraisers for civic organizations. In 2001 the MeMaseum secured funding
for research in and exhibits of Puerto Rican culture. Miguel's h@erormed during the
inaugural event for the new division of the museum. Local poliscaways attend these events
and often make speeches expressing their political support and/otioinge for such
organizations. | have seen these politicians incorporate Salsa and even meitiieebsiodls into
their speeches. The most striking of such approaches occurs wheackmeyledge the non-
Latinos in the group. In order to portray the Latino population as infalemtd Salsa as a means
to spread such influence, non-Latinos performing the music are ¢iogke | have been the
object of such speeches twice.

Politicians, civic institution, and the bands themselves all weldhmsenteraction. The
events generate work and therefore income for salsa perforvtigisel once commented how
he was happy that he had made the needed connection with the nelenpres the Essex
County Hispanic Policemen’s Association. His previous connection to #sechtion had
retired in 1999, coinciding with the dwindling of work overall. In 2004, Miguefrk schedule
showed promise because of his re-involvement with this organization.nfibpation was that
work for policemen generally expands into work for firemen and mamk for politicians.
However, this did not happen for Miguel. Juan Pedro and other musiciansagsbauith
Miguel claimed that it was Miguel's fault. Through bad busingssctices, Miguel did not
manage to make this opportunity work.

Salsa performances have also been presented for community poitigiéization. Most
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recently this has occurred for VieqBkprotests and for hurricane relief fundraisers. Latino
politicians initiated these events. Since these were issuadlgliaffecting Puerto Rico and
Puerto Ricans, the local communities felt obliged to provide their sugpgos mobilization and
politics occurred through and around issues of identity. The groups th&ipaded in such
events were expected to volunteer their time. | participatedpasf@rmer for some events and
declined pay when | realized it was coming directly from Migaredl not the politicians who
organized the event. Other non-Latinos who participated did not turn dowayhéiowever,
the message sent was that the non-Latinos were not expected to work forefrgeréf’'t Puerto
Rican, so it wasn’t anticipated that we would want to volunteer our time.

An exclusively Cuban incident that generated community mobilization i@ctum the
spring of 2000: the plight of Elian Gonzélez. While members of Huddmmty's Cuban
community were mobilized for protest to keep Elidn in the United States, the angsigére not.
As this was a Cuban issue, the Puerto Rican community of HudsamyCand Newark were
ambivalent. Also, as a result of the contested identity issues surroundingl@alsaisic was not
employed in the rallies for Elian. In one event for Elian irs&g City, Latin Jazz was employed
as the musical backdrop. Latin Jazz is more frequently recedjras Cuban than Salsa by the
general public and even by musicians. The event itself involved sgeegmeultiple politicians
and businessmen—Latino, African-American, and Anglo—who seemed mésiesited in
promoting Cuban and/or Hispanic identity than in appeasing their midis-cCuban

constituents. This turned out to be a very unusual event in that ifuwded by a Hasidic

61 Vieques is a small island off the coast andra @f Puerto Rico. The US Navy used the island as
weapons testing ground until protests caused thgation of the bombings in 2003.
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busines¥ promoting free internet service. Free food was also handed @umebyf Mohammad
Ali's daughters. The musicians, who were all paid, tried to theée faces when they realized
they were going to be on Telemundo. One musician, a percussionisttiir®ominican
Republic named Raphael, was concerned that Castro himself woutlesémotage and that
Raphael would be banned from traveling to Cuba and thus damaging his/éeimtternational
career.

There are also the parades celebrating Puerto Rican cllhege are both political and
non-political. My patrticipation in them has almost always beenigalliin nature. The city
councilmen in Newark are required to appear in at least two ohNté&wethnic parades each
year. They have the Newark Puerto Rican Day Parade, whmlrsomn September during
Hispanic heritage month, a Portuguese Day Parade, a SkRabay Parade, and an African-
American Day Parade. Newark also maintained a Columbus Dagdd &elebrating Italian
ethnicity, but this ended in 1998. Miguel would provide the music for the dmercs float for
every parade except for the African-American Day Parade.

However, during the parades, politicians are not the only ones topatgicCommunity
organizations march and may hire a salsa band to perform on tla¢ifofildhe Puerto Rican Day
Parade. Budweiser and Bacardi will have floats with salsa bandal businesses may do the
same. Newark’s parade is similar to the famous New Yorkt®#ecan Day Parade. The New
York parade, however, is on a much larger scale and always accthe second weekend after
Memorial Day. Both parades appear on local Spanish television stations.

What is reflected in Newark’s inter-ethnic politics in the dasais notable. Miguel was

%2 asked one of the Hasidic men why they were sttpppthe event. He explained to me that it wag par
of their beliefs to combine business interests veslues of social justice.
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never asked to provide music for the African-American Parade. There is an dbgicus this.
African-Americans make up nearly half of Newark’s populatma among them are several
extremely talented and professional musicians. Newark has produgegtous world-class jazz
musicians of legendary status, such as Sara Vaughan and Wayner.Shoswould be
inappropriate to use a Puerto Rican band, and perhaps even more so t&ngm-akmerican
one. Miguel often asked me to provide the music for the St. Ratibay and Portuguese Day
events.

The oddest of all the events is the St. Patrick’'s Day paradey T¢elaark is not known
for its Irish population, though there are a few Irish bars in ityeldowever, a large number of
the policemen and firemen are Irish. The police and firemen ndhtbiheugh one of the more
impoverished African-American neighborhoods, but it always appearee noore of a show of
police presence to inner-city Blacks than anything else. Q#igelel was instructed specifically
not to use Latino musicians for this. He was told: “I want blondedral blue-eyed white guys
in the band! No Niggers. No Spics!” Ironically an African-Amang¢ who organized events for
Newark’s City Hall, gave Miguel this directive.

Newark’s Portuguese Day Parade is the largest single ethart in the United States.
The San Gennaro festival in Manhattan attracts a largemataber of visitors, but the event is
spread over the course of a week. The Portuguese Day occuth@weurse of a weekend and
the Parade attracts hundreds of thousands of people. It is held imki¢eln@nbound section,
nationally known as a Portuguese neighborhood. In the late 1990s, the ti@yparade was
moved to coincide with New York’s Puerto Rican Day Parade. ThedE's organizers seemed
to make a conscious decision to hold the Portuguese Day Parade gnwheta most of
Newark’s Puerto Rican population was likely to be in Manhattan @labrtheir heritage. By
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doing this, fewer Puerto Ricans attended the Portuguese Day Parade.

Ironically, there is likely to be a Puerto Rican event attarirteg hall in the Ironbound on
the Friday or Saturday of the parade weekend. An annual dinn@ef&aberto Clemente Little
League is held every year in the Portuguese neighborhood. This is a communityatigatiat
supports various politicians and community members. In the late 1970spdseball teams
were of such a high caliber that they competed in the playoffs for tie ILélague World Series.
However, at that time the city had helped to fund the Little ueadNow it is mostly community
supported. The dinner is a fundraiser for the baseball team and they alwaySaisa band.

Repertoire

The performance of Salsa requires specific repertoires. ddieree’s expectations have
a direct relationship to the repertoire being performed. Whéeetis a wide range of repertoire
to choose from, there are some restrictions. As | have alludedetody) additional genres of
music appear in the performance context next to Salsa, and tinaic effiliations reflect the
ethnic composition of the audience. Puerto Rican bands do not play song€ditmanbut
Merengue is often played alongside Salsa. Cumbia may or may not be accepted.

Salsa is directly related to older forms of music that cérommn Cuba. The music
emerged as a specific genre after immigration from Cubanbedifficult. Salsa also emerged as
the face of Latinos in the US Northeast changed from Cuban tooPRE@n. Cuban music,
however, did not stop developing in 1961, and Cuba has generated its owrgrsalss.
However, groups like Los Van Van are usually not labeled as pl&atgn, regardless of the
extent to which their music sounds like Salsa. Cuban music ignegwently played in Hudson
County and in New York, but this music is callBanbaand is somewhat different from Salsa in
its rhythms. The music of groups such as the Buena Vista Sdaialn@ay be interpreted by
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non-Latinos as Salsa but it is not. While highly successful bothfés and recordings, the

Buena Vista Social Club’s material has been consumed by Angfasan-Americans, and

Latino middle classes. These social groups are distanced daahlével Salsa. One will not
find these recordings on the jukeboxes or DJ bins in the salsaofINlesvark, Manhattan, or the
Bronx. However, they may appear on the jukebox of a place likeeWiSteak House where the
clientele has a particularly developed knowledge of Latin music.

Merengue is a different case. Migration from the Dominican Républthe United
States increased greatly in the 1980s but, as noted earlier,ahanyinformants played with
merengue bands in their earliest performing years in the 197@ke Imid 1980s, Merengue
began to displace Salsa on some radio stations and merengue banalsaidrels competed
for the same performance spaces. This competition from Meresguexists. My own
informants sometimes complain about being underpriced for a perfeenbgnmerengue bands
that will perform for half the price charged by salsa bandsasiguel has said, “l can’t get a
gig at The Latin Room. They have only merengue bands that comihi 10 guys and charge
$300 for the whole band.”

Salsa bands are often expected to perform some Merengue atahkevel. In part this
is because the Dominican populations and the Puerto Rican population®ewhaek area share
the same space and frequent the same bars, restaurants, and etitel petformance venues.
While differences in the ethnicities may certainly be observet maintained, if only in the
assertion of ethnic pride, a Latino solidarity has been generat@ddreDominicans and Puerto
Ricans in the Newark area of NJ. In addition, Merengue and Swsa the same radio stations
and the larger music industry has categorized them togetfieoisal Music At a more simple
level, the audience enjoys dancing Merengue and enjoys eggagdances other than Salsa

174



during a performance. This brings variety to the evening. Nesleds, it is the ethnic solidarity
and shared socio-economic statuses among Puerto Ricans and Dontimatagise the final
approval of the performance of Merengue as opposed to other styles of music, Guotbas

Cumbia has a slightly different status than merengue. Cumbianyg sasa musicians
means a popular music from Colombia that people have been playingUmited States since
at least the mid-1980s. To the Latin music audience, Cumbia mednthisoand popular music
from Mexico only recently being played in the Northeast ofUinéed States. To some South
Americans, especially those from the Southern Cone, Cumbia Hgrrefars to Latin dance
music that the international music industry calls Latin Pop. Tadberding industry, Cumbia
tends to mean the aforementioned Mexican music. For the populationsvitydtk and New
Jersey, however, Cumbia usually refers to Colombian music. ilshpopular stride in the late
1980s and early 1990s but has waned in recent years between Puent@amicBominican
audiences.

Non-Latino musicians who performed salsa frequently in the 889s referred to the
three styles of music as one idea, a Joycean “SalsaCumbiadlier.” Cumbia has lost its
primary role in the repertoire, though many bands will have a @upibte or two prepared to
play if the audience requests it. If the band knows ahead oftiamesome Colombians may be
present at a performance (such as a wedding), the band wilepared to play Cumbia. The
audience in Newark that demands Salsa and Merengue does not deumnanid @ the same
manner.

Conversely, Colombian and Central American groups playing prim@uimbia will
often play Salsa and Merengue in their performance. An extensive sals@sisene Colombia
(Waxer, 2002), but the Salsa played will not be Puerto Rican Sdisstead, it will be
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compositions from South and Central America. There are signifecar@ptions as some Salsa
songs have been hits across Latin ethnicities. Marc Anthonyprisng example of a performer
whose compositions will be played by multiple ethnicities and hiemahhas even made it into
the repertoire of non-Latino bands who play affairs for white middle-class aadienc

The Anglo groups may know a song by Marc Anthony or two as tidigatory salsa
tunes. Marc Anthony has become synonymous with Salsa for manyatioi-Imusicians who
do not follow Salsa closely. While the Puerto Rican audience mpy d&tarc Anthony’s
material, he is not the greatest inspiration to the musiciar05, and for the last 20 years or
so, the one group that defines Salsa is EI Gran Combo, an interngtiom@aNn group directly
from Puerto Rico. As stated before, in the 1970s and into the 1980s,eteibalsa group was
the Fania All-Stars.

As the salsa performance is apt to have a greater intagieftiage groups than one will
find at most other musical performances, space is createdusic that appeals to the youth.
Audience members under 30 may enjoy Salsa but may also begeakys to create and
consume their own forms of expressive culture. In the late 188@atawas a genre that DJ’s
often played between the sets of the salsa perform&ahatais a rural music from the
Dominican Republic that became quite popular among Dominican and FRiedn youth
internationally starting in the 1980s (Pacini Hernandez, 1995, pp.1-34jat@&cpopularity has
waned and is now largely replaced by a newer style of mulkérl d@eggaetonlt is recognized
as being more Puerto Rican whereas Bachata is known as DomiBeeause of this, the
audience tends to celebrate Reggaeton more than Bachata. Whyleyougager Latinos may

consume Hip-Hop primarily, this music is rarely present in tleagzerformance. The exception
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occurs when it is played by DJ’s or when presented in a Latino version via Refgae

Salsa bands do not play Latin Pop Rock en EspanocleSalsa bands do play Marc
Anthony. They do not play Ricky Martin. The Latin Pop genres tendonappear beside Salsa.
Latin Pop appeals more to a middle-class Latino audience and ® Ilsatmo youth markets.
Perhaps this is because these styles appeal to a more homodeatine community than to
those situated in the working-class environment. The recording induggypromoted these
genres heavily. | will address this idea in the following chapter.

The repertoire, therefore, reinforces which musical markers beassueiated with the
local community. The performers have the final decision on this. dfeghoosing what aspects
of expressive culture to perform. Their performance reinforcegightery of the genre as well.
Frequently, different bandleaders have told me that they plape$iSalsa, referring to their
choice of repertoire, but this “best salsa” usually correlaiethe bandleaders’ youth. In this
situation, Salsa is rarely the most current recordings.

Some salsa material is not performed. The works of the stdsa from the 1970s—
Héctor LaVoe, Willie Colén, Reuben Blades, The Fania All-Stare—rarely performed. It is
not part of the current salsa repertoire at the local level, but | have heardththrgal from DJs at
parties. This is especially important because the materedthyi engages urban street life in its
lyrical content. This music was political at times in its eomtand also in the outspokenness of
the musicians in support of Castro’s Cuba. Some even traveledvemdd&or performances.

Individual musicians and salsa aficionados may be aware of #gteial, but it is not performed

%3 As a matter of personal taste, | do not care fgdReton. Many salseros over 30 do not. What is
fascinating about Reggaeton is that the rhythmadauore like electronic versions of Afro-Reggad\gé music
from Bahia, Brazil, than Hip-Hop.
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live. It does not have a prominent role on mainstream Latino urlokm fawill, however, be
played on specific radio programs, usually on Sundays or on collegastdiat dedicate Friday
nights to salsa music. While these performers are overwhelnihgdrto Rican, the music is
frequently presented in an Afro-Cuban or Spanish speaking Afro-Caribbean context.

Second, there is the music that is performed. The more prominertbnepes that of El
Gran Combo, current salsa hits, and Salsa from the 1980s. As aofdkeltvertical integration
of various age grades at a salsa performance, the repeéstgeared to diverse nostalgia. The
dominant age group is the 40-50 year old man who “came of age” iateh&970s and early
1980s. His theme music may be “I'll Always Love You” by TitoeMes or “Telephono” by El
Gran Combo rather than “Canta Mi Gente” by Héctor Lavoe or “Pdneaja’ by Ruben
Blades.

Academics seem to adore “Pedro Navaja” for its lyrical goatrd complex musical
arrangements. | am no exception to this, and | first heard Mgag “Pedro Navaja” on his
stereo at home. | asked Juan Pedro if we could learn it for his Handesponse was “which
song?” Jose, whose breadth of musical knowledge tends to be wider th&eduals, knew the
song, but spent more time commenting on its similarity to the Yuail/Bobby Darin classic
“Mack the Knife” than any other aspect of the song. Latimub ron-Latinos alike have made
the same comment. “Mack the Knife” changes keys with evereyeosdoes “Pedro Navaja’.
The melody and harmony are different. “Pedro Navaja” is a muate complex composition
with multiple instrumental sections. Yet, the association betweetwo is pervasive. Lyrically,
the subject matter is similar: a two-bit thug and the danugestreet life he negotiates. However,
musicians sometimes listen to the music of a song before the lyrics.

Conclusion
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No local level Salsa would exist without performance. And yag &bout much more
than simply the music. The performance is the space whesa @e¢ctly interacts with the local
community. Through this process, the performance creates a uniguigly and Puerto Rican
space, where gendered codes of status are on display. The pertoasaantuates the ethnic
identity of its participants and occurs in a variety of ethhicalructured and/or influenced
events. In a way, Salsa stamps an event, clearly markingPitex$o Rican. In much the same
way, a different Latino ethnic group might play Merengue and ntiagkmusical event as
Dominican. In a political context, Salsa shows the politician oetlemt as being Puerto Rican
or, at the very least, it acknowledges the prominence of Puerto Ricans in a paggiolar

The audience is just as much a participant in performance as the band. The afthance
dictates what material the band will actually plahe audience provides the dancing and Salsa
has always been dance music. Without the dancing element, the audsgxits primary social
role in performance. Without a social role, the audience mightdabaBalsa and develop an
alternative to take its place. This has happened time and agaivateety of popular musical
styles that first began as dance music, and these styles uesallpcal level and working-class
support in the process.

One may consider the local level performance the most caftsallsa experiences. A
musician who claims to play Salsa but has never attended or @lagddcal level performance

will have a very hard time being recognized.
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Chapter 10
Selling Salsa

Music encompasses a number of meanings beyond that of melody, haamadmiiythm.
While | have largely discussed the role music plays as ansneh employment and a life
strategy, the integration of economics and daily life are irggd symbolically in the music. In
this sense, particular music becomes a source of identity idathelife of its producers and
consumers. The identity includes specific knowledge about the artefoabling popular music
to represent the community supporting it. Performers and compoeergudged by the
community to the extent to which the individuals are experiendddtiae aspects of daily life
that the music touches. Music itself is a commodity. When thécnmupackaged and sold, the
culture is too. Through the recording industry, the capital gesteray selling music and
commodified culture is significant and surpasses the possibititiagable at the local level.
However, the apparent authenticity necessary for Latin popular nouséd! in this wider market
is generated at the local level.

A symbiotic, exploitive, unequal, and necessary relationship existwede the
international music industry and the local level of Salsa. The indpistys the role of providing
an outlet to some performers. It promotes and markets music ¢ortiraunities that consumes
it. The industry provides the “hit songs” that the local bands perdowintheir audiences expect.
The recording industry makes a wide array of music availabl@ioRaations play this music.
Trade journals and fan magazines inform prospective audiences about nevs i@helsaleout the
activities and views of the performers. The industry relies onldta level performance to
reproduce the talent the industry commodifies and to provide new innovatidnsongs. This

cycle facilitates continual sources of popular music and culture.
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In the broadest of terms, the industry promotes music but inveksrito developing
new talent. The recording industry gives nothing back to the comynaside from the totality
of its recorded popular music. Different aspects of the overall indosty connect with the
community level through promoting concerts and broadcasting communmityarel evenfs on
radio and in print. One of the complicating factors is the diveisityatin popular music
emanating from the different Latino communities in theited States. A limited number of
radio stations and magazines serve and reflect this diversity.

One aspect of Latin popular music is ethnicity. One need not béoPR&an to be
considered in Salsa, but one must be knowledgeable of the experieheaidfan Puerto Rican
community. One must play the music correctly; play in thei@ate style with the appropriate
rhythmic approach. Most popular music has a rhythmic approach unigbe genre. As this
rhythmic diversity is vasamong Latin popular styles, rhythmic styles eventually represent
different national and regional identities. The totality of thenLBbpular Music industry is then
burdened with needing to represent the Puerto Ricans, the Cubans, theicBasnithe
Colombians, the Mexicans, and all other Latino groups while, ats#éinee time, trying to
represent the Latino community as a homogenized whole.

Contradictionsin the Industry

The herculean task of representing each Latino ethnic group indiyiduna collectively

is wrought with contradictions and difficulties. While a Mexican&iman may certainly enjoy

and consume Salsa, it is not Mexican music. Salsa does not saicaleto its consumers and

64 . : ;
Non-musical events are rarely promoted unless &éneyn a large scale, such as issues relating to
Vieques.

181



it makes no attempt to do®oWhile people are free to choose which music they prefer &mlist
to, Salsa will not represent the Mexican-American community. Kewdt will represent a
generalized Puerto Rican community.

One means of avoiding this dilemma has been to produce a genre of popsi@rthat
appeals to a wide range of Latinos. The industry has supported this move &st dblgears. As
| stated in the first chapter, the radio stations sought to proanatere homogenous and less
rhythmic music starting in the early 1980s (Manuel, 1991, pp.170-171).nTusg&c was often
slower and “sweeter.” Since the early 80s, there has betradysflow of romantic crooners
promoted by the industry and some of the performers have sold quiteTiell trajectory
cumulated in the Latin Pop Explosion of the late 1990s. While the BatnExplosion achieved
a fair amount of crossover success, its greater achievengeheba the validation of pan-Latino
popular music. Two genres of Latin popular music came into their owmsatime: Latin Pop
and Rock en Espanole. Latin Pop is an extension of ballads and homogeunsiedhait began
in the 1980s. Ballads areroduced with modern production techniques and electronic
instruments along with dance songs and pop hits in Spanish. These spngs may not
feature Latin percussion. Drawing on various Latin Americaluénices, Rock en Espanole is
broader and more diverse, Rock en Espanole seems freer to be eatiree@nd innovative than
Latin Pop. At times, though, the two genres are interchangeabgarfists who loosely fit into
these genres have received significant promotion from the industry trades and &amesg

However, sales on this music have not been as lucrative as the ynelysécted. On

October 4, 2003, it was reportedBiilboard (Cobo, 2003, p.41) that while all of the sale outlets

65 Unless, of course, it's a Mexican group performBajsa. In which case, the fact that the band is
Mexican is likely to be promoted both by the band &e industry.
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had expected various Latin Pop recordings to sell, the more ethrapaityfic Mexican music
sold the best. Record stores complained of having an excessiroPat product on hand and
not enough Mexican musto sell. Since the increase in migration from Mexico to the United
States, legally and otherwise, has increabtkican communities are now appearing throughout
the United States, even in areas once dominated by Puerto RicdanassNew York City and
Newark. Having several number one hits, Mexican artists now donthmateatin pop charts in
Billboard. Nationwide, a salsa composition has rarely held a number one Latin song since 2002.

The Latino community is obviously diverse in ethnic composition, but issdiverse in
class and immigration experience. Latin pop and Rock en Espanole daessardy speak to
the immigrant experience or to the rural migrant. Pan-Latin@ssrphenomenon available more
to the socially mobile and established middle-class Latinos th#rettransnational immigrants
who remain in ethnically segregated neighborhoods. This ethnidaspldten, reproduces itself
through popular culture where a community will consume ethnic spg@afialar music rather
than pan-Latino music or music authentic to a different Latino group.

The industry has attempted to group geographic regions togethecjadigpwith regard
to the Spanish Caribbean. Salsa is charted together with Mer@mgliother music from the
Spanish Caribbe8has Tropical Music (Manuel, 1991, p.169). The only theme unifying Tropical
Music as a genre is the use of styles prevalent in thbliéan, whethethe music was produced
and recorded in Santiago or Bayonne. Via 97.7, WSKQ, Tropical musindtasithe local
airwaves in the New York-New Jersey area, which containslatgest concentration of

Caribbean LatinasCurrently, the music played on this station tends to be Merengue, Reggaeton,

%8 And music that does not originate here, but i$ gllyed in the styles of the Spanish Caribbean.
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and Salsa, but rarely is the older 1970s Salsa heard. As aratermore pan-Latino music
may be found on 92.7, WQBU, which rarely plays Tropical Music.

Realistically the consumption of genres in music is a mattpersional choice. However,
| found that the more middle-class a person is the more likelg teebe knowledgeable about
music. If an individual is a regular consumer of Salsa and not dP&acan, Cuban, or
Dominican, the consumer more often fits a more middle-classylde®r at least has an
education more comparable to one from the middle class. Such pepmu#esar removed from
their ethnically specific communities or are socially mobit®uwgh to exist outside of the
community. Since immigration from Latin America to the US hasnlmcurring for well over a
century, many families in the NY-NJ area have been here for generations

On more locally programmed and less mass-oriented radio statitresNew York City
area, programs exist that specialize in a wider rangeusfc than the Tropical Music played by
the main radio stations; however, none of this programming—radio bsiadifaFania records
or even Puerto Rican groups like EI Gran Combo or Sonora Poncefila— occurs24 Hayr
seven days a week. Much of it is on public airwaves, like 99.5, WBAlIcalkege radio stations
like 89.9, WKCR. These programs operate outside of the commerdiatiasic industry. Many
Latinos seek these programs out and listen to them, thus provingne¢hatainstream industry
does not necessarily provide what the people want to hear.

Salsa, Miami, and the Return of the Cubans

There is one more issue to raise with regard to the music indd$tey Cubans have
come back, figuratively. According to some, this has had a signtfiaffect on the
representation of Salsa. Of course, Cubans have never leftRagudar music. The late Celia
Cruz is Cuban. Paquito D'Rivera is Cuban. Ruben Blades’ parentoare€inba. Los Van Van,
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a Cuban dance band playing music that sounds much like Salsa, perfétugson County, NJ,
in small venues for the Cuban community whenever it comes to New Qityk There are
Cubans throughout the New York-New Jersey Latino community, and nfidhgro have been
in the area since the early 1960s. What has changed significantte igroup’s political-
economic influence in the United States and the role the Cuban community afpVagin the
Latin recording industry.

Alejandro Portes has documented in detail many of the chandss @uban community
of Miami: (1) The early post-Castro migration which eventually resuftékda construction of an
ethnic enclave in Miami, (2) the negative opinions of Cuban-Americanghe months
immediately after the Marielle Cuban boat people, and (3) thegabimovements that followed
1980 to establish the Cuban community in Miami. (Portes & Stepick H@930-37) In the 21
century, this community is perceived as successful and produttiviE980, nearly 125,000
Cubans entered the United States in about five months (Portes&StEp@dk, p.21). Many of
these Cubans were said to be criminals that Castro had allowédrouthe Cuban jails. Fidel
Castro made a declaration that Cubans in America should come toa@dbeetrieve their
relatives, if they wanted them in the United States so much. Kabgns in the US attempted to
do just that. They chartered boats to Cuba to pick up their relatinagyh often coming back
with Cubans unrelated to them. Marielle was the port of departurs. ifitident generated
extensive anti-Cuban feelings among the Anglo-Americans in Miavhich then spread
nationwide. Rather then staying a distrusted and reviled grouguib@n community in Miami
turned inward and through self-reflection used this incident to gaiticableconomic power in
Florida and throughout the USA (Portes&Stepick, 1993, pp. 30-37).

The strategy of running Cuban-Americans for political officeFlorida was effective
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beyond the hopes of most Cubans. By the mid 1980s, a Cuban was mayomafav others
held political offices in various municipalities in Miami-Dadeudty. There were now ten state
legislators of Cuban descent in Florida. Cuban businesses flalrate grew beyond the
confines of Miami. Some gained connections with national politicrams in turn provided
Cuban-American corporations with national contracts. Historicafifi-Gastro, the Cuban
community in Miami aligned itself with the United States’ glola@r on Communism as the
enclave of Miami established itself (Portes&Stepick, 1993, pp. 126-129).

There are extensive connections between northern New Jerseyiamd While Miami
contains the largest Cuban community in the United States, HudsonyGetim¢ other area in
the US with a significant Cuban community. Many in New Jels®je relatives in Miami and
throughout southern Florida. Older Latinos prefer moving to Florida for riiteement and to
spend their final years in a climate similar to the Caabb&hese familial connections between
New Jersey and Florida have also granted influence to a congressho represented the
Cubans in New Jersey: Robert Torricelli. He eventually roséSt&Genator only to be forced to
resign under scandals of corruption. Nevertheless, an ethnic dividedre®ubans and Puerto
Ricans haveen established between the New York area and Miami for many Latinos.

This divide has played itself out in numerous ways. Cubans in Hudson Ccargy h
spoken to me about the burial of Celia Cruz, the most famous womaltsaf She was born in
Cuba but is buried in New Yotk This has a symbolic effect. Some Cubans and Puerto Ricans
suggest that the singer chose her burial site because she tasbednterred near the Puerto

Rican people of the New York area who had supported and loved nenctothroughout her

67 Cruz died in 2003.
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career. | suspect this to be the truth, in addition to thetiattier home in the United States was
in New York, not in Miami. However, I've been told she is buried ewi\York because she was
dark skinned and that the significantly white Miami Cuban commurifitiie 1970s shunned her
because of racism, unlike the Puerto Rican community. The New réaticenot care about her
“race” and they embraced her. It really doesn’t matter if thoisjecture is true or not; what
matters is that some people believe it to be true. The divide ki out in even more
significant ways for Salsa and the Latin music industry.

Two Latinos have experienced more crossover success than any. dtherfirst is
Mexican-American Carlos Santana who has always performed rgyinfiar a rock and roll
audience. Highly influenced by blues music, Santana is a guéger who rose to popularity as

part of the Haight-Ashbury scene in San Francisco in thel886s. Santana incorporated Latin

percussion into his music. According to the video, Viva Santhisawas not Santana’s original
idea. Rather, it was the idea of his organ player and lead singgy R®flie. It is revealing that
the Latin Pop Explosion had one of its biggest hits with Santana’s song “Maria,”Ntasiasn’t
unusual for Santana to have a hit at this time; he also had anathealled “Smooth.” Santana
has been a rock star since the original Woodstock concert and has cothyimuads records
since 1969. He has produced many hits. Nevertheless, the lyribkaah; Maria,” referencing
Spanish Harlem and the sound of Santana’s guitar in the neighborhoodyddeBantana was
not a musical icon in the working-class Puerto Rican community, thendotrLatin ethnicity of
Spanish Harlem until the Mexican population began to grow (Sherman, gpd&1-122).
Instead, this reveals misconceptions in the music industry about Sptrlsm and the Puerto
Rican community in general.

However, my experience with Cuban musicians in New Jerseyl\cl@aight me that
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Santana was an icon to many Cuban-Americans. Bergenline Avethu nsain street running
through several towns in Hudson County and has been known for its many Qugiaesses.
Unfortunately, Bergenline Avenue would not hold the same national reaygrs Spanish
Harlem. While a pop song, “Maria Maria” whitewashed the PuertarRexperience in Spanish
Harlem, it created associations between music, performers, anduoties that never really
existed.

The other stellar crossover star is Gloria Estefan. Her gthagyliami Sound Machine,
recorded a series of hits throughout the later part of the 1980sdynd @90s. Estefan is Cuban.
It is rumored that her father had been a bodyguard for the forroetali Batista, the very
dictator whom Castro and Guevara overthrew. This is a contesied timt may or may not be
true, but it has helped to portray Estefan as anti-Castro, whicheskelf has stated publicly.
Based in Miami, the success of the group gave her producer/mémestpand, Emilio Estefan,
significant influence in the Latin Music industry in the ®SThis has made Estefan the target of
rumor and accusation.

Quietly, the Latin music industry moved from New York City to Mialuring the early
1990s. Symbolically, this was a movement from the control of Puerem&ito the control of
Cubans. Willie Colon in recent years has become politicalliyeacHe ran for office as the
representative for New York’s £7Congressional District in 1993 and for Public Advocate of
the City of New York in 2001. He did so after initially announcing ¢asdidacy for Bronx

Borough President earlier that spring. He has tried to diss¢eninformation about the changes

®8 |t is not uncommon for producers and managers itoigdustry influence when the artist with whom
they are involved gains success. Santana’s mahageoeen the legendary rock and roll promoter@iiham and
both Graham and Santana operated in a rock andamiéxt, not a Latin popular music context.
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in the Latin music industry publicly, but he is rarely heard. Colén nsdements via the
Internet as the first Latin Grammy awards show was appmogani September 2000. The
marginalization of Col6n in the music business is the very idsii@nal. Coldn contends that the
Cubans and Emilio Estefan control the music industry. The industry, aflgai® not interested
in promoting Puerto Rican artists.

The original source for Willie Colon’s assessment is diffitnltsolate. His ideas spread
via e-mail forums on the Internet and were among the orignsairations for my project. They
have been attributed to a September 16, 2000 AP release (JAQO), buhnelsase exists.
Colén’s statements remain on the web dating to September 22, 2000 (Qolibe) ppostmodern
age, information travels differently than it has in the past. Byeiof the e-mail lists, where
group members receive and reply to various electronic messagesedeatound the theme of
the group, Coldén’s words spread throughout the world of Salsa. In Colon’s statemerdrtoref
Gloria and Emilio Estefan as the “Cuban-American Mafia.” Héczes the original Latin
Grammy show for being held in Miami instead of New York City. ddggests that the music
industry is redefining Salsa as nothing more than a variant ofrQubaic. He also asserts that
he and his fellow musicians who either traveled to Cuba or, in Catésts, insulted the former
military dictator of Chile, Generalissimo Pinochet, have been bldekbby the Latin music
industry (Coldn). Central to Coldn’s argument is that recentlynthsic industry has tended to
celebrate the Cuban-ness of Latin music and ignore the many cootrgati Puerto Ricans.
The veracity of this statement is questionable.

The reality is that one of the most powerful men in the Latiusinindustry is Ralph
Mercado. Mercado is Puerto Rican and he works with Estefan. Meraadchis own record
label, which records Salsa: RMM Records. His biggest s@s@sPuerto Rican: Marc Anthony.
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Another of his acts is also Puerto Rican: La India. However, Mercado too ishieetsof rumor
and accusation. He has been called the “star maker.” It has bggested that if Mercado
doesn’t want an act to be successful, it will not. Rumor hasitMercado often dictates which
musicians play on certain recordings. Supposedly, he uses edlimimber of instrumentalists
on all of his recordings. In turn, this contributes to the fact tlfaatyncurrent salsa recordings
sound alike. This is a description of a recording industry mogul, not an anti-Puento Rica

The success of two performers revea®ther flaw in the anti-Puerto Rican accusation.
While Marc Anthony may be regarded legitimately as a salsero, thesbiggr and driving force
behind the Pop Explosion is Ricky Martin. Martin, a Puerto Ricanpbasa a recording artist
since the early 1980s when he began working with the earliesbgfifands,” Menudo. Jennifer
Lopez also has achieved stellar success. While Lopez’s musslitleato do with Salsa and is
better described as Hip-Hop, her ethnicity cannot be denied and rsedf e from working-
class Puerto Rican neighborhoods of the Bronx. Thus, the three bitayssbfsthe Latin Pop
Explosion—Anthony, Martin, and Lopez—are Puerto Rican.

Another factor may shape the perception of Emilio Estefan’s pomerrdluence that
has little to do with his actions. A feature of neoliberalisnthis decrease in the number of
independent media outlets that include a reduction in the number of sstaed companies.
Currently, there are only a femajor recording labels, Sony, WEA, and BMG. These labels are
part of larger multinational corporations. The Sony Corporation own€B& and Columbia
brands. WEA is the Warner Brothers CorporatiBMG is General Electric. The labels are
divided into subsidiaries that handle various genres of music; therefbile RMM Records is
Ralph Mercado Music, it is actually a division of Sony. Miami SoMeathine recorded on
Columbia records and Emilio Estefan rose through the ranks of bk tlarough the group’s
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success. Columbia too is now a subsidiary of Sony. While Estefgnwiedd considerable
influence at Sony, his overall power is likely to be overstajethbse who claim he controls the
Latin music industry. The subsidiaries may sign and promote whomiesr choose.
Nevertheless, the neoliberal business strategies of crosstm@rit@ough the various media
outlets owned by the larger corporation elevated Estefan intoigoposf influence over the
entire industry.

Furthermore, Colon’s accusation that Estefan dictates who gettim Grammy is
probably false. The Latin Grammy awards were established in AG8@ ivake of the Latin Pop
Explosion. This award ceremony is dedicated to recognizing Latiistsa The Latin Grammies
have been held five times in Los Angeles, once in Miami, and in 2006ty held in New
York City at Madison Square Garden. It is unlikely that Estefdlh stand in the way of a
successful Puerto Rican act receiving a Latin Grammy. Mkety] Estefan is influenced by
capital generation, and he promotes Grammies for those who hawbehawbst success in a
particular year.

There are also conceptions and representations of Latin musib@ansave shifted
significantly to Cubans. In the course of my research, manyoAfgiericans have asked me if |
am writing about the Buena Vista Social Club. Obviously, I am nehjdy the music of the
Buena Vista Social Club and | respect its success. Howevgrdtheot play Salsa. In fact, they
do not play current Cuban music. They play a 1950s style of Cuban rusicsense, the
recordings represent nostalgia for pre-revolutionary Cuba. Tleess of this music has
propelled the Buena Vista Social Club into the collective consoasssof the Euro-American
world. Interestingly, many recordings by the individual astisere released during the handful
of years that followed the initial release of the Buena VBteial Club. Many of these
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recordings were made on the RCA label in the 1950s and the sgmgiained the rights to the
recordings.

The discourse surrounding the Latin Pop Explosion presents a selesty loif Latin
Music in the United States. Much of this discourse seemed to deseturn to 1959. The
aforementioned “Maria Maria” also made references\West Side Storywhereas Spanish
Harlem and the Latino community have grown and diversified sogmfly since 1959. The
Latin Pop Explosion ignored the local level performance of Salsargprésented the street
through references to Spanish Harlem. Scholars have celebratagshSptarlem, but its
influence can be overstated. With waves of migration out of Pug&totRat by-pass New York
and go straight to New Jersey, Spanish Harlem has become soneeleatnt to a Puerto
Rican population born in New Jersey or born in Puerto Rico and encultundtew Jersey. The
New Jersey musicians certainly go to New York to perform, loeget performances happen in
the Bronx and Brooklyn far more often than in Spanish Harlem. Foy wiathe musicians, the
defining musical artists are not just the New York groups. They are the Pusatogroups.

The striking factor in the media discourse about the Latin Pop Eaplegs what it
omitted: Fania Records and the Puerto Rican artists such as El Gran Combo and Soréea Ponc
One suggestion is that Colon is bitter about being excluded from thessustthe Latin Pop
Explosion. An important question is: Why were Willie Colon andtetécavoe left out? Why
was the experience of urban Puerto Ricans, the driving force behindhtheenance of the Latin
Recording industry in the 1970s, omitted frdime discourse of Latin Popular mUSiz Perhaps

Col6n andLavoe were ignored because they were too “hard,” too urban, and too percussive

69 While in the last stages of completing my disg&m, a film about Lavoe has been released edtftEl
Cantante” staring Marc Anthony as Lavoe and Jenhifpez as his love interest.
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musically. Perhaps they had been too critical of the industry apdliatal events throughout
their careers. They also had no current recordings to promote in the wayrizataS#d.

Complicating this is the fact that Cuban music has developedaaichiwed since 1959.
Timba has become the current rage in Cuba and Timba bands parfiiew York City and in
Hudson County. Cuban singers, such as Silvio Rodriguez, have developed a new formadf a ball
genre calledNuevo Tropicaland are well known throughout Latin America. This music is
ignored by the American recording industry. | have been tolddhbatts (mostly Europeans) in
Havana now seek out the Buena Vista Social Club style and thatanwie are performing this
music. The drive to the pre-Castro Cuban music appears strong.

Colén, Lavoe, Blades, and the Fania All-Stars have all performéthwana and they
have received death threats as a result from Cubans in Midmie @blon had no new record to
promote in 1999 or 2000, Ruben Blades did. Blades has also been polititiakylize Colon,
having run for president of Panama, his country of birth. Ruben Bladeals@excluded from
the Latin Pop Explosion. If this is due to his fame as an actastrikes me as suspiciously
political.

| am left wondering if Colon is not altogether wrong in his assess While it is absurd
to make a general statement about the political leanings of aa eathmunity of Cubans, the
influence of the conservative anti-Castro Cubans is strong in thedJSitates. The record
companies are in Miami, but it is impossible to verify the ettyniof the record executives
simply by their last names. However, there are tendenciea@mon-Puerto Ricans to distance
themselves from Puerto Ricans (Flores, 2001, pp.161-162).

And yet, perhaps this is simply a case of the industry seekiqgesent pan-Latino
music. Among the Mexicans, Colombians, Peruvians, Dominicans, Cubans, atal Faoans,
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only so much space is available for each ethnicity. It magabeer for the Latino music industry
to try and serve the Latin population as a collective group and notdagdual markets.
Nevertheless, as | stated at the beginning of this chapterstthiegy is not reflected in the
record sales. For future generations, this strategy maffdsive, but an enculturation process
to the United States is still occurring for Latinos. Cleantygny Latinos are new to the United
States and, consequently, their identification to their mother natiomides&@n identity built
upon a sense of general Latino-ness.

Regardless, Salsa has faded yet again from popularity. It happlearance of being a
structural phenomenon as the industry is simply ignoring it. $alsainly continues to thrive at
the local level. It may be fashion—younger Puerto Ricans akenpand consuming Reggaeton
records far more than Salsa. Yet, many of these younger pedidlsteh and dance to Salsa. In
ethnic space, music becomes an identifier for each Latin group, batithémited room to
present all ethnicities. Although Puerto Ricans are the most peomi Salsa has been
incorporating multiple ethnic groups since its inception.

Salsa has faded from popularity before and returned, but it hasaeaged to exist. It is
simply not the main form of Latin popular music consumed in the yJiSabinos today. There is
every reason to suspect that Salsa will re-emerge agaia. &0t lost its community support.
It remains integrated into the lives of hundreds, if not thousands, afianssand music lovers.

Salsa is not dead. It's only resting.
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Chapter 11
Conclusion

From an anthropological perspective, “popular culture” is oftensmamer as it can be
hard, if not impossible, to distinguish it from “culture.” My goakHaeen to find ways to help
move the concept of popular culture from the realm of cultural studiesanthropological
consideration by demonstrating how there is no real distinctionebetywopular culture and
culture. In doing so, | have tried to consider Salsa in ililoed setting integrated with local
political-economic practices and the daily lives of its produceysgdél was to ground music in
the reality from which it comes. In the process, perhaps | Hawegystified the production of
music and the lives of the performers. My main premise throughout the rekaaroben “music
is work.” “Work” is not popular culture; it is just culture.

Salsa itself is integrated into the lives of the local peréss and consumers in a
multitude of ways. It is a source of work and prestige, a measredte bonds between men, and
a field for acting out gender roles in a potentially healthy.v&alsa is a signifier of identity and
a standard bearer for a shared experience of life. It ist@sticaexpression ready to go against
the grain of a larger political-economic force generating popudure for a mass audience
while simultaneously being a training ground and innovator for the santecgleconomic
force. Salsa is more than simply music and dance.

Popular culture, nevertheless, has often been embedded in debateh ofs.hiow
culture. This distinction is not one embraced by anthropology bedaus®lies a value
difference between the two. Is Brahms more valuable than V@bién? There is a century
between the lives of these two men, so the question in and ofigsa$concerting. If the
audience for Brahms is more likely upper and middle class wigl@adience for Willie Colén
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is more likely middle and working class, does high culture medrctitiare for the upper class
is better than culture for the working class? Left out of glisstioning is a consideration of the
relationship between upper, middle, and working class. If membéne afpper class earn large
amounts of capital through the production and sale of popular culture thtibeigiecording
industry, is not “popular culture” part of the upper class?

Popular culture is nothing more than simply culture, but my inatinas also to consider
musical popular culture as a form of expressive culture. It srtaform expressing the lives of
its producers and consumers. It expresses emotional content reléihedive experience of its
audience: love, day-to-day struggles, and cultural and communityfisgeqeriences. It is also
a vehicle to express cultural practices: gender relationshipss fofmrestige, ethnic identity,
and solidarity. All forms of art express these issues, but whlesnmusic as popular culture
unique is that it is an art form available across classs lemad it is integrated into local
economies. Music is the most democratic of art forms.

Teador Adorno in his essay “On Popular Music” (1990, P. 302) simultaneously
bemoaned and celebrated the democratization created by popular milsi@ddorno, the
simulacrum of the recorded work of music combined with the avhilabf mass media would,
at its best, put the works of the great composers of the Euroeaircal tradition into the hands
of the working class. At its worst, it would create a statidation of musical form, a repetitive
redundancy. Adorno was concerned that popular music would create a passivelistemisic.
And there are ways in which his fears not only came true busafserseded his hope. Adorno
underestimated the depth of the democratization of music created by popular culture.

| would suggest that the democratization of music through the iovewnti popular
culture has had a profound effect for the producers and performerss€. Elite musical
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educations are not required for the production of Salsa. The depth ebhtuswledge we find

with the performers of European classical music and American idazot necessary for the
production of popular culture, though depth of knowledge to the specific genre of popular culture
is commonplace, if not required. Furthermore, Salsa and popular mugieegrabdo not require

the investment of capital needed to make a film in order to bedwyadi of quality or to
generate capital. It does not need the institutional sanctiomiti@a art or literature needs to be
moderately successful. Music is an art form available to thd&ing class to produce. Poetry
most certainly is as well, but poetry is not integrated intol lecanomies. It is exceedingly
unlikely that one can achieve social mobility out of the workingsctrough the production of
poetry®.

Hoggart in_The Uses of Literagt990 Pp. 32-33) suggested that working class culture

remains unseen, but popular music in the decades since has showmthtisd¢cessarily be the
case. At a different point in history, Hoggart is correct. Howewass media and growth of
popular culture has brought working class culture out into the opera, Siks Hip-Hop,
Country, and several forms of Rock and Roll, brings working clagsreuio a mass audience.
The democratization of music is not just a process of makingamhgumption of a variety of
music available across class lines; it is also the prafessking musical voice available across
class lines. Therefore the unseen working-class culture now d@ade toe with the visible
upper-class culture and in many ways the musical practidbe @orking class overshadow that
of the upper class.

There have been legitimate musical concerns around this demation. Both Adorno

70 | think an argument can be made that considesange Hip-hop as poetry does demonstrate thatypoir
provide social mobility. However, this poetry iss&d with music and does not represent poetry amwits
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and Hoggart lamented aspects of popular music suggesting that popularwouki become
standardized and eventually thin and lacking of depth. While ntésthat standardization—the
similarities in musical form, chord progressions, rhythmic appr@&arehestration, and lyrical
content—has become a feature of popular nitjsibis need not result in a lack of depth in its
content. The ability of the performer to have some levels of vitjugsivalued to varying
degrees in different genres of music. In Salsa, this virtuositgften most valued in the
percussion. But even more so, Salsa demands that it be playedgoi@mrectly” in this case
is defined as playing with the right rhythmic inflection adl\ee melodic approach. The listener
is not passive because the consumer of Salsa can hear when thesmasiarmed incorrectly.
The audience may not be able to say what is performed inadgutaie they will sense that

something is wrong. For Salsa, the working class has theopexkehnd critical ear that Stuart

Hall sought in_The Popular Ar{d964 p. 15), but it is a developed ear that listens critically for
stylistic accuracy.

In Subculture(1981 p.25), Hebdige considers the audience as a less passive consumer in
considering the various ways punk rock styles created an economy eoitective identity.
Salsa is also further integrated into the local economy. Thikspedwo issues. The first is that
the punk rock movement of the late 70s was a youth movement actingeemiage rejection of
the values and habits of an older generation. Punk rock becomes a faesistance to
perceived authority figures that strives to allow the youth to define themseit@smously.

If Salsa is a movement, it is not one of youth. It is an ethmogement. The Puerto

71 It is worth pointing out that since the 1960sducers of popular culture have often challengésl t
standardization by experimenting with song fornsntonic arrangements, and instrumentation. One oelyd
look at the seminal works Sgt Pepper’s Lonely HeGitb Band1967) and Magical Mystery Tot967) by The
Beatles for evidence of this.
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Rican-ness and Latino-ness of Salsa are pronounced as atmesnsfy a third racial/ethnic
category in the white/black dichotomy so prevalent in the UnitedeStand in international
politics. Salsa and Puerto Ricans do not represent a bridge betwderand black America,
rather they represent another category in the pluralistiareutif the United States. And as |
argued at the beginning of my study, as long as Salsa rémmwsrking-class support, it will
remain a vibrant and relevant art form. With the working- clagpart, Salsa is organically
generated from the bottom up and becomes a kind of resistance to nadibrpbwer
hegemonically telling the audience what music they should consumehWitings us to the
second issue to consider: Raymond Williams’ notion of the social definition of culture

Williams in The Long Revolutioif1965, pp. 57-60) suggests that the definition of culture

is created through the social practices of the people witkeirctilture. Furthermore, this social
definition combines with the ideal and documentary definitions of cultufermulate issues of
identity. In the field of multi-culturalism in the United Statésulture” has a tendency to be
defined through the various forms of expressive culture our subcukumbsace. Music, of
course, fits firmly within this lay definition of culture. But #%e performance of music is a
social event, it becomes a social practice. However, the duttlndasocial practices embedded
into Salsa are more complex than those of the punk rock movement. Uing yeople wearing
Mohawk haircuts with safety pins in their lips and noses might abathése practices as they
get older and become mainstream citizens not raging agamatlane. The Puerto Ricans are
always Puerto Ricans, regardless of age and professional stature.

My study has been one to demonstrate the social practices embertid&alsa. Using
the Puerto Rican community of Newark as the main setting forasgarch, | document the
working-class neighborhood in which the majority of my informants, licurrently or until
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relatively recently. This community is one that supports Salsaghrproducing and consuming
it. They reproduce the “texts” that Williams refers to by performing ¢tings the audience wants
to hear.

As | presented the three main bandleaders in my researdtndvdedged that there is a
wide range of talent and skill between them. Any person can paitgrie talented, not all have
developed their skills. The democratization of popular music alloedalented but not fully
skilled to perform and thrive within Salsa and other forms of popolesic. A performer from a
working-class background most certainly can acquire the skillstamding we find with
virtuosic musicians, but this acquisition may be more readily dlaifar the artist of a middle-
class background. It is very difficult to quantify, but | wouldcabuggest that a working-class
life could fuel the performer with a range of strong emotional experieogged the performer a
depth that he can express through his music. While this is meoasinbetrue of a performer of
any class standing, the economic difficulties of the working-ctasslition create a greater
potentiality to experience emotional hardship and, therefore, depth abeal@xperience to be
articulated through music.

| show how the salseros were actually multi-ethnic. Salbg 0 means only produced
by Puerto Ricans. The audience as well is not limited to Puectm® Salsa has always been a
pan-Latino music, but this statement fails to acknowledge the #aglp- and Afro-Americans
who have performed and supported Salsa. Since the majority of Spé&s&smers and
supporters are Puerto Rican, the music acquires its primary ebnidication with this group.
But Salsa is a source of work and this fact combined with the nibiadrmusic of any style is
free to be consumed, performed, and enjoyed by anyone is what drawiets of people to
Salsa. However, Salsa’s role in the local economies is primamtrenched in the Latino and
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Puerto Rican communities. For the non-Latinos, Salsa is a persomalie to the informal
economy. For the Puerto Ricans within the neighborhood, it is pdrée @ommunity’s informal
economy.

Men in performance dominate Salsa. This speaks to a key form iaf selationship:
gender relationships. Salsa performance can be a healthy det@msifanachismo. It is men
demonstrating their skills and abilities in a highly visibleisgttmaking performance analogous
with what has often been conceived of as “men’s space”—the stregbotitics, the working
world. Women are not prohibited from playing Salsa, but a skilled wamasician performing
Salsa is a rarity. The near total absence of women in perficanaxcept in roles of singing or
dancing, is also connected to various networks the musicians buildeuipe{s&v). The roles that
women can have in Salsa, aside from dancing and singing, are arsalagth women’s
traditional roles. As journalists and promoters of performances, ¢ineew are supporting the
men. The irony here is that while these roles can be decaestriaca traditional allegory, it is
possible the income generated from promotion or journalism can laegrhan that of
performance. Also, to be sanctioned as a journalist requires eduaatidnaining that exceeds
that of many of the local level performers. Rather than consglénia fact as contradictory to
my assertion that is supported by the working-class, it demasstiatv Salsa can be a path of
social mobility. The need to write about and to promote Salsa tiaelefforts of some to acquire
the needed skill sets to be a journalist

As | engaged the network organization of Salsa, | emphasizedhsoes will be at least
seven, if not thirteen, other performers on stage with the musichansetwork form of
organization is key in order to make sure that these seats are alwaygdctupi networks vary
between those based on family-like relationships and those basexl anoprofessional
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relationships.

To call a network “family-like” is to refer to the feelsmgf fictive kin that the men
frequently create. Most salsa groups at the local level wikk laacore membership of fictive kin
relationships. Men who start performing together at young aggis-dahool and the like--will
often continue playing music with each other with a level ot tnos always present for others.
These fictive relationships allow rules to be bent and broken thatwase would not be in
strictly professional relationships. Since the core of the fiaietvorks tends to be established
early in life, these networks will often exclude women. The rs¢jom or chaperoning of teenage
men and women prevent the musical bonds to be established. The absemreeof in the
groups allows the men to avoid competing with one another for a banterigmattentions. For
similar reasons of separation in their teen years, Africare#icans are often excluded from
these networks as well.

The professional networks are more contract based and thettéeisolom for bending
the rules. While professional networks are often the primary fometwfork at the higher levels
of Salsa, they still do appear at the local level, espgdiail musicians who do not know one
another personally. When dealing with professional networks cdy&haviors are expected,
such as being paid on time. A musician may enter a group thropgifessional network, but
over time be transformed into a familial relationship. At this point, the rules daenibe

Another form of social relationships embedded in Salsa is faralbtionships. My
informants hold family in high regard and the most successful ohfagmants, Juan Pedro, cite
his family as his main inspiration and motivation to work and to parfdihe life stages of the
performers also affect how they relate with their famiéiad with women in general. A younger
man may be excused for promiscuous behavior where as an older mée magstioned. The
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men maintain ways of expressing their machismo through the tales theyeadt other.

What is key is seeing how the networks of performers alsanbe networks of support
among men. The notions of family were often reinforced througsethetworks while being a
“man” was also promoted. There is no contradiction here; rathemmt embracing of the role of
responsible husband and father who provides for his family as pdne aihachismo ethos.
Unknown women would still be viewed primarily as sexual objectskboivn women, women
in relationships with the men, were treated as more complete human beings.

Family also influences the social mobility of the salseroswAssee in Chapter Seven,
the idea of family as a motivational force continues. It isnbersection of salsa as work and the
importance of family that fuels this social mobility. Safgmerates income that facilitates the
mobility. The family provides the motivation to go out and find the worrder to enhance the
family’s income. Though thoroughly quantifying this process is elusive diecatome is under
reported due to its informal nature. However, music also supportsidbdity in an indirect
way. As many of the salseros have earned college degrees in amdsare actively teaching
music in schools, these men have been able to secure steady eemploytin predictable raises
that provide extensive quality health insurance. Music was therremsy many of these men
went to college. Having gone to college may be the strongest evidence of ttatly soability.

With Chapter Eight, | moved into a different aspect of Sal$eearsing the performance.
While performance may reinforce Latino identity for the audiertbe, rehearsal is the
opportunity to decide what is going to be promoted. A rehearsal is sppace for a critical
discussion on the condition of Latinos, but the selection of material will oftere fndrat aspects
of Latino-ism are being reinforced. Choosing one set of mataral another will affect how the
audience conceives Salsa. The rehearsal is where the choice is made.
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The rehearsals are also social events. Here the men caftialk.may compete for
perfection in execution of the material. They will exchange infaonaabout their networks.
Rehearsals are opportunities for the musicians to experimentygmtivay cannot in front of an
audience and they are opportunities for the men to play in a mopedenvironment.
Rehearsing is integral to the ultimate goal of performing.

Performance is the main objective of any salsa band. Perfornsawbere the income is
generated, where the men are on display, and where the audieresegage the music and the
musicians. The networks of the musicians are all focused upon seqoenigrmance
opportunities. The social mobility cannot occur without the income of performance.

As stated, there is a variety of performance opportunitieseSdrthese are specifically
opportunities are within ethnic-specific contexts, such as playiaguinceanera. While other
opportunities are simply for leisure activities: parties and darndee use of Salsa and the other
forms or Latin popular music at these events clearly delisgatse as Latino/Puerto Rican
affairs.

Audience members are active participants. As dancers, theiyeirtee musicians. As
customers, they affect what material the band plays. Thereagganic relationship between the
two groups, performers and audience, which creates the event inTioiglis crucial to the
maintenance of Salsa. As argued earlier, Salsa has noslesirking-class support. As long as
this remains the case, Salsa will remain viable at the local level. Sals@tlost its community.

Finally in Chapter Ten, | documented some of the misconceptions anestedions
within the greater music industry. The music industry is matvdty a desire to generate the
maximum amount of monetary return for its investment in a reagnolioject. Theoretically, this
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is accomplished by attracting the widest audience, and the indastrgought to promote pan-
Latino music that does not clearly present itself as any fgpethnicity. However, this is not
always what the people want. Working-class immigrant commanéppear to desire ethnic
specific music. As more generations emerge enculturated tdShéis may change. But many
of the Latino communities have simply not been established long enougé WSA to fully
embrace pan-Latinoism through expressive culture.

Conflict between record executives and recording artists is not limiteatitorhusic nor
is it any sort of a new phenomenon. The issue is: who controls the industry? In thenlahgsr
neither truly the consumer nor the artist; instead, it is the recording exacutino decide whom
to promote. Some successful music will fall to the wayside and be forgotten. BocadRicky
Martin has become irrelevant. By virtue of the wide marketplace that is the madisstry, some
music will not be successful regardless of the capital invested in promotinglisofne music,
such as Salsa, will remain supported by the local community. Thus, it willreetevant and
potentially return to widespread commercial success. This has happened teefaksalt is

likely to happen again.
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Glossary

Bachata. A music from the Dominican Republic, originally a rural music. It featgtetars, not
pianos, with the percussion. Bachata was popular in the NY-NJ area throughout the 1990s.

BeBop. A style of American Jazz that appeared in the 1940s. This music is closelatessoc
with Charlie Parker and Dizzy Gillespie.

bolero. A ballad
Bomba. A uniquely Puerto Rican folkloric musical style.

Boogaloo (Bugalou). A style of music developed primarily in the New York City ar¢he
1960s prior to the emergence of Salsa.

bongos. Small wooden drums similar to congas in their use of imitation and real animal skins
and in how they are played with hands instead of sticks. Bongos almost always @me as
attached pair of drums. Bongeros will play a repetitive musical pattarasto the congas and
timbales. However a bongero will often also play cowbell or guiro instead bbtigos. Bongos
are frequently solo instruments.

bongero. One who plays bongos.

break (percussion break). A brief moment in a song where the music changes. Ofteitl bas
a rhythmic pattern played in unison. Sometimes only the percussion, or the percudstbe wi
piano and bass, will play this pattern.

Charanga. A style of music from Puerto Rico and Cuba featuring violins.
chart. The written sheet music a musician reads.

chorro. Background or backup singers. To sing chorro is to sing in the accompanying chorus to
the sonero. The chorus of a song is also referred to as a chorro.

cojunto. An instrumentation style featuring trumpets and trombones.

clave. The repeated rhythmic pattern upon which salsa rhythms are based. It ibax pattern
which is repeated throughout the song. There are two patterns, 2-3 and 3-2. In ther@sire

two hits on beats 2 and 3 of the bar and then hits on the downbeat of beat 1, the upbeat of beat
two and the downbeat of beat 4 of the following bar. 3-2 will reverse the bars. @esdte

pattern will be played and sometimes not. However, the rhythm of all musicatpimeeds to

fall comfortably with the clave. The word “clave” translates to “keyéré#iore, it is essential

that the rhythmic phrases match the clave. Clave is the key to SalsagRiayiongly is

playing Salsa incorrectly. Understanding this important yet simgtamtic phrase can take a
lifetime. Claves are also specific wooden sticks that are used to plapveepettern.
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congas. Large wooden drums usually with imitation animal skins stretched along theldep. O
congas and congas made to be “traditional” would use real animal skin. Whilgoragess get

a variety of tones from one conga, congeros will often use two or three drumsinsesmaore
will be used. Congas are played with hands. Congas generally provide consistentrhythm
patterns that are essential to the polyrhythm.

congero. One who plays congas.

cowbell. A metal instrument common in many styles of music. Cowbells are playedickih s
Cumbia. A contemporary dance music from Colombia. The word is also used to describe some
Mexican styles of music. The word is sometimes used in the Southern Cone to sieply r

Latin American pop or dance music. The Colombian style is frequently performétiandNNJ

by salsa bands or with Salsa and Meringue. Colombian-styled Cumbia is producgtdbtou
Central America. It is also a specific dance.

day job. The job one works in addition to his/her musical activity. Often a musician’s main
income will come from his day job.

gig. Common musician’s slang for a performance.
guaguaco. Specific Cuban musical rhythm

guiro. A hollowed gourd (or a plastic or metal replication) with ridges carved into it. Gareos
played with a special stick that is scraped over the ridges.

Jibaro. Refers to someone who dwells in the rural regions of Puerto Rico. The word poorly
translates to “peasant.” Jibaro music refers to the musical styleabPuerto Rico.

Mambo. A word with many meanings. It refers to a style of music popular in the 40s and 50s
mostly associated with artists like Tito Puente, although the style bedian ieahe 28"

century. It also refers to a dance. In Salsa, a mambo may refer to a ssstiba of a song.

This section will usually feature the horn section. Salsa at times has bleen\tambo.

Merengue. A music from the Dominican Republic, which is a dance as well. Merengue will
frequently be performed with Salsa and Cumbia. Some bands play primarily orby tiae
three styles in any combination.

montuno. The repetitive piano part that is both harmonic and an essential aspect of the rhythm
section.

Mozambique. Specific Cuban musical rhythm.
Pachanga. A style similar to Charanga, often featuring a flutist.
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patch chords. Wires that attached to either an instrument or a microphone to an amplification
device.

Plena. A uniquely Puerto Rican folkloric musical style.
Reggaeton. A contemporary urban musical style.

Rhumba. A dance and a musical style. A rhumba can simply refer to a group of musicians
getting together. It can be used to describe a small party.

Salsa. A unique music stemming from both Puerto Rican and Cuban musical traditions that
came into existence during the late 1960s and early 1970s.

salsero. One who plays Salsa

Son. A Cuban musical style from the early2entury. The word specifically refers to the
rhythmic pattern.

sonero. A lead singer

three-bar cue. Salsa band terminology that academically may be better stateddsadig.”

In an open-ended section of a composition where a musical phrase is repeated igd#dfaite
bandleader will give a cue—alert the musicians—as to when to go on to the nexl meion.
Since the songs are built on the clave pattern, changing a phrase on the thilidraartthe

clave pattern. When one open-ended musical section is supposed to switch to a sectitirewhere
clave changes, a cue will be given to change mid phrase. It is customasg #ofgur bar or two

bar cue. Since the clave pattern is going to change, an even numbered cue isgcantlsi
impractical. A one bar cue is also impractical, hence a three bar cue.

Timba—A contemporary music from Cuba. Timba is similar to Salsa, though it varies
somewhat in its rhythms. Timba in Cuba has largely developed synchronicallgalsa. There
are few, if any, actual Cuban salsa bands. The Cuban bands tend to play Timba instead.

timbales. A set of two or more drums with cymbals and assorted percussion including various
cowbells and wood blocks. Timbales are played with sticks. Timbale playersseiplay on

the sides of their drums. The side hits and the cowbells are the main sources obtie’Sim
contribution to the polyrhythms created by the rhythm section. The timbalesftetil provide

the percussive accents in the performance of any song.

timbalista. One who plays timbales.

tres. A nine-string guitar used in a variety of Puerto Rican music.

woodblock. Wooden block shaped to be sonorous; also played with sticks.
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