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Elena es mujer de plena

Ramoén Lopez
bembeteo@prtc.net

La multiplicada presencia de Elena en las
plenas del siglo 20 no se debid a la rima de su nom-
bre con la palabra plena. Elena Sanchez fue una
mujer biografica, cuya historia reducida a un inci-
dente pasional y violento ha sido reinventada
muchas veces con la ironica intencion de conservar
la tradicion oral. Cortaron a Elena es la plena mas
conocida, con la posible excepcion de Qué honita
bandera.

Las reinvenciones de Elena en boca de plen-
eros conocidos y en acomodos de la gente a la
espontanea recreacion de la letra han convertido su
historia sangrienta en un discurso de género gue
forma parte de la memoria popular. Elena es un
personaje de los anos 20, cuando la plena se habia
diserminado por todo ¢l pais v las barriadas de
Ponce contaban con numerosos v bembeteados
salones de baile, cada uno con su particular fama
de festejos, masicos, peligros y sucesos memo-
rables. Palabra de Félix Echevarria: Segun don
Emdilio Péres Roche, asiduo concurrente a los bailes
de plena, quien ya cuenta unos 91 anos, y es uno de
los que se identifican con la historia del folklore del
sur de Puerto Rico desde principios del presente
siglo {20), a Elena la cortaron en una casa de bailes
en la Avenida Hostos (carretera de Ponce a la Playa)
en la década de 1920. Asegura que él fue uno de los
testigos oculares del hecho. Ubica el sitio de la agre-
sion en la casa mencionada, cerca de donde estaba
la estacion del Trolley Poncerio. El dato ha sido cor-
roborado por otros contemporaneos. Ademdads, asegu-
ra que no fue un hombre quien corté a Elena, como
se ha propagado por medio de una plena, sino una
mujer celosa. Lo que quizas se inicid como un
bochinche entre mujeres que forcejeaban su sexu-
alidad, se transformé en un musicalizado bembeteo
de hombres pleneros que distorsiond el evento
pasional a favor de la victimizacion masculina
sobre Elena.

Medio siglo después, el Instituto de Cultura
Puertorriquena acogio en su grabacion de homena-
je a Canario la version pulida y comercializada que
este plenero pased internacionalmente. Asi la plena
se oficializéd, moviéndola del bembeteo como chisme
barrial al folklore como memoria estatal. Canario
elabord un discurso narrative de compasion, irage-

dia, familia, comunidad, maldad, celos, justicia y
comunicacion; todo alrededor de la peor humil-
lacion que una mujer bonita podia recibir; una
herida en la cara que, al llegar a cicatriz, se con-
vertia en anuncio y memoria publica de su desven-
tura. Mas que la escondida ambigliedad de una vio-
lacion, la pufialada hecha cicatriz en la cara era un
estigma de por vida, una manera de escribir el
deseo sobre el cuerpo ajeno y colocarlo en el bem-
beteo que no se borra con el tiempo.

Como sea, Elena no permanece en la memoria pop-
ular por su propia hechura sino por ser el objeto de
la violenta sexualidad machista. Canario convierte
la original imprecision del bembeteo barrial en
publica y meticulosa cronica de las emociones de la
comunidad y convoca un ay-bendito colectivo para
la posteridad. Su intencion es detallar el contexto
de la reaccion a la noticia y establecer una verdad
corroborada en el comportamiento de los person-
ajes de la plena. Esta fijaciéon con una versién
definitiva es precisamente la sefia de que Canario
es ajeno al bembeteo comunitario v que en sus
manos la historia de Elena es -como en sus demas
versiones de plenas apropiadas- una imposicién
ordenadora de la plena que al grabarse se convierte
en un producto terminado: el movimiento estable-
cido de una mercancia, confirmade por el reclamo
individual de autoria.

Mas, cerca del espiritu bembetero de la
comunidad esta la version de Cortaron a Elena que
grabo Daniel Santos junto a Claudio Ferrer y sus
Pleneros. El aullido de una sirena de ambulancia
anuncia la urgente ambigiiedad de una emergencia
que se identifica enseguida en el coro que resume
lo unico que parece estar claro de la situacion: cor-
taron a Elena y se la llevaron pal hospital. Daniel
Santos comienza su version en el tradicional tono
de genérica compasion y detallada memoria pero
entonces la plena se “interrumpe” con un
bochinchero bembeteo entre dos hombres que se
mueve hacia lo opuesto: ninguno sabe lo que paso
con ese revolu. Aparece entonces un hombre “loca”
que se deleita en “partirse” con su cortesia, angli-
cismo, advertencia y desprecio: Permiso., Permiso,
please. Yo se lo dije a Elena que no jugara con can-
dela que se podia quemar. Fuchi, fuchi. La decon-
struccion del machismo en esta version de la plena
pasa entonces por fres etapas: la condena moral de
la violencia sexual, la admisién confusa de la igno-
rancia de los bochincheros y la burla homosexual
hacia el macho latino con todo y referencia mexi-
cana. Daniel Santos se ha salido con la suya rién-
dose de un sabotaje que devuelve la plena a su




Gy Maraca, Vol 11 No. 2

Pade 3

original tono de bembeteo: oye, dime, no me digas,
cémo ha sido, me dijeron, yo no $é nada. Al final se
aleja la ambulancia llevandose la publica noticia
que sigue siendo privado secreto.

Entre los pleneros de ventetq, de corillo de
esquina, de guiso profesional y de rescate cultural
han florecido decenas de versiones de Cortaron a
Elena, todas enunciadas como conservacion tradi-
cional. Zoilo Vaddy grabé una version breve y -
como de costumbre- ambigua en que el coro dice
que cortaron a Elena y ¢l cantante dice que fue una
punalada en ¢l corazon, la que debié ser fatal. La
ambigiiedad entre coro y cantante se desdobla en
las connotaciones de amor traicionado de la ima-
gen de punalada en el corazon. A la vez, la version
de Vaddy expresa mas ordenamiento estatal quce
marginalidad de barriada: en vez de una gente del
vecindario dispuesta a ajusticiar al atacante, ahora
el testigo presencial anuncia : yo voy a buscar el
Juez, el fiscal y la policia y deja el asunto e manos
de las autoridades.

En 1999, Cortaron a Elena tuvo otra oficial-
izacion, sugerente v extrana. El Banco Popular de
Puerto Rico produjo un especial musical dedicado
a Rafael Hernandez donde inchuyé las plenas
Cortaron a Elena y Temporal como parte del reper-
torio escogido para presentar la obra de un com-
positor que, mas que musico, s todo un héroe cul-
tural puertorriqueno. Quizas se trata de un
reclamo de autoria similar a las apropiaciones de
Canario pero aun asi resulta extrano que ocurriera
de manera tan tardia a fin de siglo. De todas man-
eras, ¢l BPPR contraté al mtasico Cuco Pefa quien
consiguié la letra “supuestamente original” de
Cortaron a Elena y se la asigné al conjunto Plena
Libre para grabarla. La letra, sin embargo, se
aparta de lo que la gente conoce e implanta una
historia centrada en el cuchillo del criminal. De
hecho, aungue ¢l coro original se mantiene, el titu-
lo cambia a Mataron a Elena, lo que sugiere que se
trata de otra plena. deslindada de la original. El
texto insiste en el asesinato y, por primera vez, le
otorga voz propia a Elena para que melodramatica-
mente reclame ver a este hombre que me ha quita-
do la vida. lLamentablemente, la ultima estrofa
introduce la voz de un testigo que dice no cambien
maten o Elena con el cuchillo del criminal, un sin-
sentido que se incluye en la letra impresa por el
BPPR v que el cantante enuncia sin alteracion, de
manera que parece ser parte de la letra “supesta-
mente original” que proveyo Cuco Pena. Si esta otra
plena fue compuesta por Rafael Hernandez o es
una contemporanea reinvencion es algo que queda

sin resolver.

En 2201, José Feliciano hizo su versién de
Cortaron a Elena para el especial Raices del Banco
Popular y ya la plena mas famosa de Puerto Rico es
un fragmento incluido en un meddley con un togue
sensacionalista -jay qué tajo le hicieron!- v una
coreografia en que el ataque se convierte en un
paso de baile de una fiesta callejera. En 2006, el
colegio John Dewey agilizo la promocion de su
matricula abierta con la publicacion de un folleto
con letras de canciones populares que se distribuyé
masivamente en la Fiesta de la Calle San
Sebastian. Ahi encontramos a Cortaron a Elena
reducida a fragmento de un meddiey que se limita
al coro, una estrofa identificada como “soneo™ v
otra vez el coro: la plena se convierte en brevisima
visita a una memoria de sentido disminuido.

.Es muy significativo que la reinstalacion de
la plena en el protagonismo de la musica puertor-
riguena que ocurrio a mediados de los anos 50 se
diera bajo el indiscutible liderato de Cortijo v su
Combo y que su primer éxito resonante fuera El
bombon de Elena de Rafael Cepeda. La reinsta-
lacion establece sus diferencias respecto a la tradi-
cion. En la musica de Cortijo, la plena viene acom-
panada de la bomba que se empieza a grabar por
primera vez, a diferencia de la plena que se grabo
desde 1927. La nueva hibridacion es muy
elocuente: lagyplena de Cortijo se toca en un conjun-
to que exhibe influencia cubana y se describe como
“plena merengue”, reafirmando asi la fluidez
afroantillana de las conexiones musicales. Por otro
lado, la sonoridad de la plena se adelanta con la
inspiracion de Ismael Rivera y su capacidad de
inyectar el sonido ritmico de la palabra misma en el
estilo vocal mas influyente que ha conocido la
musica tropical. Todo esto se incluve en el
desplazamiento del foco de la plena de las calles y
barriadas de Ponce a los arrabales y caserios de
Santurce.

La historia de Elena se desubica de la trage-
dia y se instala en la seduccion. Es como si el bem-
beteo comunitario retrocediera su memoria para
colocarla en el coqueteo anterior al apasionamien-
to ¥ la consecuente violencia sexual. La oferta eroti-
ca del bombon se reitera en la letra en un meneo
que se refuerza con la insistencia onomatopéyica
de la vocalizacion de Maelo, el que pronto seria
conocido como Sonero Mavor. El hombon de Elena
establece a conciencia su continuidad v distancia
respecto a Cortaron a Elena: reaparece la com-
pasion “daba  pena” pero Continued p 4
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ahora es por la previa desatencion erética que
provoca el coqueteo del plenero v que incluye el
automovil en su oferta romantica (jqué pon!). Aquel
baile fatal en la Playa de Ponce se traslada a la
Calle Calma de Villa Palmeras en Santurce donde
triunfa el placer y el baile callejero confirma la
comunidad.

aquel tiempo y prefirié refugiarse en la subsigu-
lente oficializacion de Canario v la reduccion del
baile plenero comunitarioc a ballet folklorico de
espectaculo, a la vez que oficializaba a Cepeda
como “patriarca” -también de ballet folklorico- vy
coreografiaba las vestimentas de la bomba. A este

A comienzos de los
anos 80, le toco a Los
Pleneros de la 23 Abajo
honrar la tradicion de |
Elena. Ellos tomaron de [§
referencia a Cepeda-
Cortijo pero situaron el
baile de plena en la}
plaza de San Anton y [
asi conectaron los tiem-
pos de la memoria en
un reencuentro plen-
ero. En Golpe de plena
se reitera la intencion
de una memoria unifi-
cadora: los muchachos
de San Antén/ y la 23
Abajo/ con golpes de
pandereta/ nos vamos
comunicando.

El bombon de Elena de
Cortijo y su Combo fue
un hito musical que
marco su época y mul-
tiplico las reinven-
ciones. Felipe
Rodriguez cantdé que
Elena cogio el vellon que
le pego Cortijo porque la
plena se convirtié en

proceso de oficial-
izaciébn consensual se
unid mas tarde el
Banco Popular de
Puerto Rico a través de
sus especiales musi-
cales anuales, en uno
de los cuales Gilberto
Santa Rosa fue recluta-
do para desmantelar el
sentido  erdtico  del
bombén de Elena a
favor de su valor de
sana participacién cul-
tural: y ahora nosotros
contigo/ también le
damos bombon «
E | e n a .
Afortunadamente, en
2002 Luis  Daniel
Cepeda dirigié una
colaboracién entre sus
hermanos y otros
musicos invitados en la
que Modesto Cepeda
cantd una version de El
bombén de Elena con la
precisa intencién de
devolver la plena al
bembeteo pre-Cortijo
de su padre Rafael
Cepeda: un retorno a la
plena de fuertes percu-

moda arrolladora que

se baila en la isla entera

y asi la historia vuelve a su principio en otros
lugares: acd por la 23/ en Bayola y en Cantera/
dicen que vieron a Elena/ bailando sabrosa plena.
Es irénico que el hit de El bombén de Elena haya
ocurrido a mediados de los afos 50, cuando se
fundaba el Instituto de Cultura Puertorriquena
para atender la alarmante “pérdida de los valores
culturales de nuestro pueblo” mientras la plena
reinstalada en su ambiente barrial vociferaba la
ubicacion afrocaribena de la cultura popular con
un empuje tan arrollador que sus consecuencias
siguen vigentes en la musica tropical que hacemos
hoy. El ICP, despistado de la actualidad cultural
del pais, no pudo captar la vitalidad cultural de

Foto: Ricardo Alcaraz siones en que la letra
original se desdobla en
improvisaciones de plenazo callejero.

En manos de otros pleneros, la historia de
Elena se desplego en otras direcciones segun la
curiosidad del bembeteo musicalizado. A Elena se
le reforzo su representacion de género y se le llamé
Maria Elena para asegurar su puertorriquefidad
femenina y mariana. Asi Elena tuvo que asumir el
doble principio de lo femenino segan el bembeteo
machista. Por un lado, Toain Romero la convierte
en objeto de un amor romantico donde el baile es 1a
sublimacién del erotismo y del patriotismo: Marig
Elena ven conmigo a bailar mi plena. Quisiera bailar
la plena porque la plena es de mi pais. Este amor
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requerido viene repleto de ruego, suplica v ado-
racion pero Elena, inaccesible, no responde.

Maria Elena también fue objeto amoroso de
otro plenero cuya grabacion no hemos podido
acreditar. Esta vez, Elena aparecié en el extremo
opuesto de la ecuacion amorosa: yo te pedi un bom-
bon/ y td me diste candela/ y después te encontré/
con los muchachos bhatlando plena. En este coro se
reunieron situaciones anteriores de Elena -bom-
bén, candela, baile- con la insinuacién de culpabil-
idad por su comportamiento sexual: una Elena
ofrecida, ardiente, infiel y rodeada de hombres. La
inaccesible Elena de Tonin Romero se convirtié en
la disponible Elena de otro plenero. Es un doble
criterio: el hombre le ruega a la mujer buena que lo
ponga a gozar y si ella lo hace se convierte en la
condenada me dio candela v asi se justifica
cualquier tragedia que surja porque equivale a
quemarse por jugar con candela, o sea, a castigo
merecido. Esa Elena prostituida podria ser la que
aparecié en Bailando plena de Mon Rivera: junto a
otras muchachas bailaba plena en-una-casa-en-
una-barriada pero lo hacia todas las noches a la
vista del publico. Estamos ante la reinvencién de
Elena que la transforma de victima en acusada.

Al ser tema del bembeteo plenero, Elena
aparecio condenada a resumir su deslino en la
relacion erotica con los hombres. Tan forzoso era el
estigma que otros pleneros extiendieron la fatalidad
y convierlieron la desventura en tragedia heredi-
taria. En los ahos 60, Modesto Rosario canté su
encuentro con La hija de Elena. Rosario ubico su
historia en San Juan, donde la violencia fue mas
mtensa: cuando mataron a Elena/ dijeron del hospi-
tal/ no fue que la envenenaron/ que fue de una
punala. Sin embargo, la plena se desplazé del
asesinato de Elena para concentrarse en la sed de
venganza de su hija que llevaba el mismo nombre y
buscaba al asesino a quien le arrancaria las
entranas/ le comeria el corazén. La hija de Elena no
escuchaba conscjos y dicen que la hija de Elena/ es
vacilén de verdad, asi que no quedd mas remedio
que dejarse arrastrar por un circulo vicioso que es
olra version de la culpa y el castigo merecido.

Para la misma época, lsmael Santiago
recluto la voz privilegiada del plenero mayagtiezano
Angel Luis Torruellas para entonar la créonica de La
hija de Elena. La hija de Elena/ salié como su
mamd/ no sale de barra en barra/ y ya tiene la cara
cortd. Elena tenia que aparecer en Nueva York -de
barra en barra- porque la ciudad se habia conver-
tido en la mas grande barriada boricua. El plenero

-

insiste verso tras verso en la emocién de la historia
original -Elena es bonita y su caso da pena- pero
ahora se trata de su hija atrapada en un destino
fatal aunque -otra vez- la tragedia es consecuencia
de la culpa: Elenita se merece su cara corta por
andar de barra en barra,

En un coro de plena que escuché en una
parranda navidena del ano 2005, después del coro
tradicional de Cortaron a Elena, se entonaba un
segundo coro: estan buscando la yen/ estin bus-
cando la yen/ estan buscando la yen/ con que cor-
taron a Elena. Hoy dia la violencia contra la mujer
se investiga y se legisla pero su presencia es reinci-
dente. En Chicago, mediante la colaboracion de los
grupos Bembeteo y Nuestro També, se han monta-
do otras historias en ritmos de bomba y plena que
intentan recoger la incuestionable diversidad de
Elena. desdoblada en la vitalidad de las voluntades
de las mujeres. Elena puede ser nina, mujer y
anciana. Entre otras muchas cosas, es luchadora,
victima, heroina, migrante, tramposa, curandera,
parturienta. periodista, sirena, desobediente civil,
infectada de SIDA, predicadora evangélica, com-
positora de plenas.

Coro: En el grupo de Papotiin
la que escribe es Elena
heredera del gran Bumbun
poetisa en la plena.//
Una plega de una mujer
que no llora de pena
y que lucha para vencer
la que escribe es Elena.
//Coro
Elena no quiere bomboén
ni ser la nina buena
quiere hacer su propia cancién
la que escribe es Elena.
// Coro
Una historia de un hombre infiel
que golpeé a Magdalena
y ella nunca volvio con él
la que escribe es Elena.
// Coro
Siempre amiga de su tambor
muy segura y serena
sabe hacer poemas de amor
la que escribe es Elena.
// Coro
Nadie la ha podido cortar
es brava la morena
y su historia sabe contar
la que escribe es Elena.
// Coro.
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Elena,Woman of Plena

Ramén Lépez

bembeteo@prtc.net

Translation: Juan Cartagena

[EDITOR'S NOTE: I've kept one term from
Ramon’s original text intact: bembeteo because
it defies translation and in previous issues of G&M
I've referred to it as street chatter, talk, news on
the street, jive, gossip, the grapevine, and more. ]

The multiplicity of Elena’s presence in the
plenas of the 20th Century was not due to the fact
that her name rhymed with plena. Elena Sanchez
was a biographical woman, whose story, reduced
to one passionate and violent incident, has been
reinvented many times with the ironical intent of
conserving oral traditions. Cortaron a Elena is the
most recognized plena, with the possible excep-
tion of Que Bonita Bandera.

The reinventions of Elena, from the mouths
of well known pleneros to the spontaneous recre-
ations in community based plena, have converted
her bloodied story into a gender discourse that
belongs to popular memory. Elena is a character
of the 1920s when plena was disseminated
throughout the country and the barrios of Ponce
counted on numerous and bembeteados dance
salons, each known for its particular brand of par-
tying, musicians, dangers and memorable events.
In the words of Félix Echevarria: According to
Don Emilio Pérez Roche, assiduous participant in
plena dances who is now 91 years old and identi-
fies himself with the history of the folklore of the
southern coast of Puerto Rico from the beginnings
of the 20th century, Elena was knifed in a dance
house on Hostos Avenue (road to Playa de
Ponce)in the decade of the 1920s. He assures us
that he was an eye witness to the event. He
Places the violent act in the aforementioned
house which was near the stop of the Ponce
Trolley. This fact has been corroborated by other
contemporaries. In addition, he assures us that
it wasn't a man who cut Elena as has been prop-
agated by means of a plena, but instead, a Jeal-
ous woman. What may have commenced as gos-
sip between women that forced their own sexual-
ity has been transformed into a musicalized bem-
beteo by male pleneros that distorted the pas-
sionate event in favor of a masculine victimization
of Elena.

Half a century later the Institute of Puerto
Rican Culture published a recording in homage to
Canario and included his polished, commercial-
ized version of the plena that he had distributed
internationally. Plena, thus became officialized,
moved from its bembeteo as barrio gossip to folk-
lore as memory of the state. Canario elaborated
a narrative discourse of compassion, tragedy,
family, community, evil, jealousy, justice and
communication, all to describe the worst humilia-
tion that an attractive woman can receive: a
wound on her faced that when turned to a scar
became an announcement and public memory of
her misadventure. More than the hidden ambigu-
ity of rape, the facial scar of a knife attack was a
life-long stigma, a way of writing a desire on
another’s body and placing it in a bembeteo that
will not erase with time.

In any case, Elena does not remain in col-
lective memory because of any of her own deeds,
but for being the object of macho violent sexual-
ity. Canario converts the imprecision of the orig-
inal barrio bembeteo into a public and meticulous
chronicle of the emotions of the community and
convokes a collective oh-what-a-pity for posterity.
His intention is to detail the context of the reac-
tion to the news and establish a corroborated
veracity in the behavior of the characters of the
plena. That fixation with a definitive version is
precisely the sign that Canario is a stranger to the
community bembeteo. In his hands the story of
Elena - just like the other versions of the plenas
he appropriated -~ is an orderly imposition of
plena that once recorded, becomes a finalized
product: the established flow of merchandise as
confirmed by an individualized claim to -author-
ship.

Closer to the spirit of the community's
bembeteo is the version of Cortaron a Elena that
Daniel Santos recorded along with Claudio Ferrer
y sus Pleneros. The howling of an ambulance
siren announces an ambiguous urgency that is
quickly identified in the chorus resumes that sum-
marizes the only thing that seems to be clear
about the situation: Flena was slashed and they
took her to the hospital. Daniel Santos starts his
version in the traditional tone of generic compas-
sion and detailed recollection but then the plena
is “interrupted” by a gossiping bembeteo between
two men that points in the opposite direction: no
one knows what happened in that confused mess.
An effeminate male “loca” then appears who
enjoys exhibiting his courtesy, Anglicisms, warn-
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ings and scorn: Excuse me.

Excuse me, please. I told
Elena not to play with fire [T
‘cause she could get burned.
Fuchi, fuchi. The deconstruc-
tion of machismo goes
through three phases here:
the moral condemnation of
sexual violence, the confusing §
admission of ignorance of the
gossipers, and the homosexu- ¥
al parody of the Latino macho

Wage 7

B Eiena received another, more
il suggestive and stranger, offi-
‘-§ cialization. Banco Popular of
Puerto Rico produced a musi-
-8 cal film special dedicated to
#1 Rafael Hernandez and includ-
ed the plenas Cortaron a
Elena and Temporal as part of
| @ select repertoire to show-
.1 case the work of this compos-

M er who is considered more
than a musician, but a cultur-

complete with Mexican refer- |., R :’;3;?” al Puerto Rican hero. Maybe
ence. Daniel Santos gets his | . 3 S, ~ | it was just another competing
way by laughing about a sab- | ~ _;__.:_ ’__ . - [‘"—~ claim of authorship similar to
otage that returns the plena| _ X% ™ © _E_.II}"I'___H_ Canario’s appropriations, but
to its original bembeteo: fis- .+ | " A - " , W&k ~—=_ . that makes it all the stranger
ten, tell me, don't tell me, RT3 o0 s i —| since it occurred so late in the
how was it, they told me, I ’ | century. In any case, BPPR

know nothing. At the end the
ambulance leaves taking with
it the  public news that
remains a private secret.

Within the ranks of pleneros of f
jam sessions, street corner jams, |v %
professional gigs and cultural res- |-
cues, dozens of versions of Cortaron ;
a Flena have flourished, each enun-
ciated as traditional conservation.
Zoilo Vaddy recorded a short, and as
is customary, ambiguous version in
which the chorus states that Elena
was knifed and the singer says that :
it was a stab to the heart, which &%
should have been fatal. This ambi-
guity between the singer and the
chorus unfolds into the connotations
of love betrayed from the image of

. “original” lyrics of
| Cortaron a Elena and
assigned the song to Plena

“{ Libre to record it. The lyrics, how-
1 ever, deviate from the version that

everyone recognizes and centers

{the story on the criminal’s knife.

Indeed, while the chorus remains
intact, the title of the song becomes
Elena was killed, suggesting that it
is a different plena delimited from
the original. The text insists on
murder and for the first time gives
voice to Elena herself so that she
can melodramatically lay claim to
seeing the man who has taken my
life away. Lamentably, the last

| verse introduces the voice of a wit-

the knifed heart. At the

ness who says don’t

same time the Vaddy ver-
sion expresses more state
orderliness than barrio mar-
ginality: instead of the peo-
ple of the neighborhood dis- [*{
pensing its own street jus- S
tice to judge the assailant, =8
now the eyewitness §
announces I'm going to get
the judge, the prosecutor
and the police which leaves 'S
the affair in the hands of
the authorities.

he 1940s & 1950s
Photos: 1: John Driver; 2: San Juan - Dean Kagarise:
3: Viejo San Juan - John Driver; 4: La Perta - Unknown.

Puerto Ricoin t

In 1999 Cortaron a

change kill Elena with the
knife of a criminal, a non
sequitur which is even
included in the printed
lyrics by BPPR and which
i the lead singer enunciates
M| without alteration leading
everyone to believe that it
is part of the “supposedly
original” lyrics provided by
Cuco Pena. Whether this
version of the plena was
composed by Rafael

Continued, p. &
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Hernandez or whether it is a contemporaneous
reinvention remains unresolved.

In 2001 Jose Feliciano made his version of
Cortaron a Elena for the Raices special of Banco
Popular and this most famous of Puerto Rico’s
plenas becomes a fragment of a medley with a
touch of sensationalism - look at the wound she
got! - along with a choreography in which the
attack is part of a dance move in a street fest. In
2006 John Dewey College facilitated its promotion
of open enrollment with a brochure of lyrics of
popular songs, distributed widely in the San
Sebastian Street Festival. In the brochure we find
Cortaron a Elena reduced to a fragment of a med-
ley of one chorus and a verse identified as the
“soneo” along with another chorus: plena is thus
converted to the briefest of visits to a memory of
diminished sense.

It is very significant that the reinstallation
of plena as a major protagonist in Puerto Rican
music, which occurred the middle of the 1950s,
was accomplished under the indisputable leader-
ship of Cortijo y Su Combo whose first resonant
hit was the Rafael Cepeda composition, £/ bom-
bon de Elena. This reinstallation, however, estab-
lishes its differentiation from tradition. In
Cortijo’s music, plena is accompanied by bomba
which was just starting to be recorded, unlike
plena which was recorded since 1927. This new
hybridization is very eloquent: Cortijo’s plena is
performed in conjunto format which exhibits
Cuban influence and it's described as “plena
merengue,” once again reaffirming the Afro-
Antillean fluidity of our musical connections. On
the other hand, plena’s sonority is advanced by
the inspiration of lead singer Ismael Rivera and
his capacity to inject a rhythmic quality to the
words themselves and thereby create the most
influential vocal style that tropical music has ever
known. Al of this is accomplished while the locus
of plena is displaced from the streets and barrios
of Ponce to the slums and housing projects of
Santurce.

The story of Elena is dislocated from
tragedy to seduction. It's as if its street bembe-
teo were to somehow regress in its memory to
place it in its previous flirtations to passion and its
resultant sexual violence. The erotic offering of
the candy (bombon) is reiterated in the sway of
Maelo’s vocal phrasing and his insistent ono-
matopoeia. He would soon be known as the
Sonero Mayor (the Major Singer). £/ bombdn de

Elena consciously establishes both its distance
and continuity with Cortaron a Elena: the com-
passionate “what a pity” returns but this time it's
in the form of an erotic disinterest that provokes
the plenero’s flirtations and includes in its roman-
tic offer the seduction of an automobile (what a
ride!). That fatal dance party in Ponce is relocat-
ed to Calle Calma in Villa Palmeras in Santurce
where pleasure is triumphant and street dance
confirms its community-based foundation.

In the beginnings of the 1980s it was up to
Los Pleneros de la 23 Abajo to honor the tradi-
tions of Elena. They used the Cepeda-Cortijo
marker as a reference point but situated the
dance party in the plaza of San Anton, thereby
connecting memory’s time frames with a plenero
reunion. In Golpe de plena an intent to create a
unifying, collective memory is reiterated: the
guys of San Anton / and of 23 Abajo / with their
beats on pandereta / can now communicate.

El bombdn de Elena by Cortijo y Su Combo
was a musical milestone that marked an era and
created multiple reinventions. Felipe Rodriguez
sang Elena took the mockery [vellon] that Cortijo
stuck her because plena became a whirlwind suc-
cess that was danced throughout the island and
thus history returns to its beginnings in other
places: Over here by the 23rd / in Bayola and in
Cantera / thgy say that they saw Elena / dancing
the savory plena. It is ironic that the hit El bom-
bon de Elena occurred in the mid-50s at the time
that the Institute of Puerto Rican Culture was
founded in order to tend to the alarming “loss of
cultural values among our people” while plena,
now reinstalled in its barrio environment, pro-
claimed vociferously the Afro-Caribbean placing
of popular culture with a thrust so sweeping that
its consequent manifestations exist in the tropical
music that we make today. The ICP [Institute of
Puerto Rican Culture], unaware of the cultural
reality of the nation, could not grasp the cultural
vitality of those times and preferred to seek
refuge in the subsequent officialization of Canario
and the reduction of community-based plena
dance to the spectacle of folkloric ballet as well as
the officialization of Cepeda as “patriarch” - again
as folkloric ballet - and the choreography of even
the vestments of bomba. Banco Popular of Puerto
Rico joined this process of consensual officializa-
tion through its annual musical film specials, one
of which featured Gilberto Santa Rosa, recruited
to dismantle the erotic element of £/ bombon de
Elena in favor of its value as sanitized cultural
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participation: and now we and you/ also give
candy to Elena. Fortunately, in 2002, Luis Daniel
Cepeda led a collaborative effort between his
brothers and other invited musicians where
Modesto Cepeda sang a version of £/ bombdn de
Elena with the specific intention of returning the
plena to his father’s Rafael Cepeda, pre-Cortijo

Maria Elena was also the love object of
another plenero whose recording we cannot prop-
erly credit. This time Elena is found on the oppo-
site side of the amorous equation: I asked for a
candy / instead you gave me fire / and later I
found you / with the guys dancing plena. In this
chorus a number of previous circumstances of

bembeteo: a return to a plena founded in strong
percussion where the original verses unfolded to
improvisations of street plena.

In the hands of other pleneros, Elena’s his-
tory traversed other trajectories informed by the
curiosity of musicalized bembeteo. Elena became
reinforced as representative of a gender as she
was renamed Maria Elena as a way to ensure its
feminine and Marian Puerto Ricanness. In this
manner Elena had to assume a feminine duality
as per the dictates of a macho bembeteo. On the
one hand, Tofiin Romero converts her to a roman-
tic love object where dance is the sublimation of
both eroticism and patriotism: Maria Elena come
with me and dance plena. I want to dance plena
because plena is from my country. This required
love arrives full of prayer, supplication and adora-
tion, but Elena, inaccessible to a fault, does not
respond.

Foto: Ricarde Alcaraz

Elena have been joined: candy, fire, dance -
along with the insinuation of blame because of
her sexual behavior: an offered, burning,
unfaithful Elena, surrounded by men. The inac-
cessible Elena of Toflin Romero is converted to the
available Elena of this other plenero. It's a dou-
ble standard: the man begs the decent woman to
bring him joy and once she does 50, she becomes
that damned woman who gave me fire, justifying
whatever tragedy comes her way because it's the
same as getting burned with fire, in other words,
a punishment deserved. This prostituted Elena
could well be the one who appeared in Mon
Rivera’s Bailando plena: together with other girls
she danced plena in-a-house-in-the-barrio but
she did so every night in full public view. We find
ourselves before a reinvention of Elena that
transforms her from victim to accused,

As she continued to be a theme for plena’s
bembeteo, Elena appeared Continuado pag. 10
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to be condemned to a destiny erotically related to
men. The stigma was so strong that other plen-
eros played up the fatality and converted her mis-
adventure to hereditary tragedy. In the 60s
Modesto Rosario sang about his encounter with
The Daughter of Elena. Rosario transposed the
story to San Juan where the violence was intensi-
fied: When Elena was murdered / as told from
the hospital / it wasn't that she was poisoned / it
was that she was stabbed. However, the plena
displaced the assassination of Elena to focus
instead on the hunger for vengeance that her
daughter, with her same name, carried as she
hunted for the killer so that I would rip out his
guts / I would eat his heart. Elena’s daughter
ignored all advice and they say that Elena’s
daughter / is trouble, for real, to the point that
there was no recourse but to be caught up in the
vicious cycle of blame and deserved punishment.

At around this time, Ismael Santiago
recruited the privileged voice of the plenero from
Mayagliez, Angel Luis Torruellas to sing the
chronicle of The Daughter of Elena. The daugh-
ter of Elena / came out just like her mamaea / she’s
always going from bar to bar / and her face is
already wounded. Elena had to be found in New
York - bar hopping - because the city had
become the biggest of Puerto Rican barrios. This
plenero insists, verse after verse, on the emotion
of the original story - Elena is pretty, and her
case is a pity -but now the daughter is caught in
a fatal destiny, where - once again - tragedy
emanates from culpability: Little Elena deserves
to have her face cut because she continues to bar
hop.

In a chorus I heard during a Christmas par-
randa in 2005 right after the traditional chorus of
Cortaron a Elena, a second one was intoned:
they are looking for the razor / they are looking
for the razor / they are looking for the razor / with
which they cut Elena. Today, violence against
women is investigated and legislated, but its
presence is relapsing. In Chicago, through the
collaborative efforts of Bembeteo and Nuestro
Tambd, other stories are presented to the tune of
bombas and plenas, that attempt to compile the
unquestionable diversity of Elena, unfolding in the
vitality of the determinations of women. Elena
can be a child, a woman, an eider. Among many
other things, she is a fighter, victim, heroine,
migrant, healer, woman in labor, reporter, mer-
maid, civil disobedient, AIDS carrier, evangelical
preacher, plena composer.

Chorus: In Papotun’s group

the one who writes is Elena
inheritor of the great Bumbun
and a poet in our plena

// A plena about a woman
who doesn’t cry from pity
but who fights to win

the one who writes is Elena

// Chorus

Elena doesn‘'t want candy
doesn’t want to be the good girl
she wants to make her own song
the one who writes is Elena

// Chorus

A story of a cheating man
who also struck Magdalena
and she never returned to him
the one who writes is Elena

// Chorus

Always a friend to the drum
self-assured and serene

she can compose poems of love
the one who writes is Elena

// Chorus

No one has been able to cut her
the dark-skinned one is brave

she knows how to relate her story
the one who writes is Elena

// Chorus.
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BAMBULA

By ALEX LASALLE

Although the meaning of Bomba and the names of its many rhythms and dances have been ripped
from the memory of Puerto Ricans and other children of the African Diaspora, the practice and intention
has never been fully severed from our souls or life force energy. Our ancestral Bombas contain immense
quantities of history and powerful healing words. Racism and colonization has robbed us of the ability to
profoundly understand and properly use these words, dances and rhythms. In this essay we will tap into
our community’s collective memory and re-remember the essence of Bomba which has lain semi-dormant
within our songs and dances; waiting until the day that it can fully awaken and illuminate our lives as a
potent tool for self and community healing. Exploring the words within bomba will reveal it’s original
meaning and purpose as sacred ceremony, allowing us to continue our work as healers within our com-
munities, families and homes.

We are going to begin our journey with the word BOMBA itself. We know it to be the most African
of all our “Puerto Rican” traditions. We also know that it is the name given to group together our drums,
dances, songs, and rhythms. Practitioners and scholars like Don Felix Alduen, Tato Conrad, Hector Vega
Druet, Hal Barton, Dr. Robert Farris Thompson, Lester Nurse, Jesus Cepeda and many others say now that
the word and practice of Bomba is mostly if not completely Bantu/Kongo in origin. According to Dr. Fu-
Kiau the word Bomba in the Ki-Kongoe language is a verb that refers to the action of spiritually cooling
down a community or a member of a community. Dr. Bunseki Fu-Kiau, born in the Kongo, is a member of
the Lemba Society, a secret society entrusted with holding ancient sacred Kongo knowledge. During a con-
versation over the phone, Dr. Fu-Kiau provided an example of why the Bomba ceremony was traditional-
ly held. If there was death in a family, and the closest member to the deceased mourned so intensely that
they could inflict harm upon themselves or someone else in the community, a special Continued, p. 12
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Chicago Bombazo, 1st Bomba Research Conference 2005 Foto: Nanette Hemnandez

ist or nganga would be called in to Bomba, in order to cool down that person. Dr. Fu-Kiau also said that a
drum known as bomba is used to conduct the bomba ceremony.

The definition of the word Bomba Fu-Kiau provides us with is packed with power. This very idea
of Bomba, of cooling down, fits perfectly within the context of our history as warriors against political,
moral and spiritual violence at the hands of colonial and capitalist oppressors. Today we Bomba in our
effort to overcome and survive the open wounds of the trans Atlantic slave trade —a brutal and inhumane
chapter in World history. Let us walk again in the shoes of our ancestors, the very same shoes we wore
hundreds of years ago. Imagine for a moment the utterly distraught conditions of our ancestors upon step-
ping on the shores of Borinquen and the rest of the Americas. For this moment, let us reactivate our collec-
tive memory. Remember the march from the interior of the African continent to the shores of the coast,
chained to each other from neck and feet, walking endlessly with little food or water. We suffered the rape
of our mothers and sisters, the dehumanization of our fathers and brothers, only to endure the hell of the
Middle Passage. Upon the survival of a few, we bear the third and final life long nightmare of the break-
ing in process--a life of imposed servitude under slave masters. After this hell on earth, most likely our
ancestors wanted and needed even one moment to cool off, to Bomba, to appease the earth, the cosmos and
the spirits of nature so that all would aid in freeing us from this inferno. Surely after such a dehumanizing
and torturous journey a ceremony of Bomba was necessary. In the same way it was necessary then, it con-
tinues to be necessary today, this process of bomba, in order to think clearly and formulate a strategic plan

of defense and escape from mental and physical slavery. It takes a truly cool mind to strategize an effec-
tive offense.

Now, we will add to the original meaning of the Ki-Kongo word BOMBA our experience as Afro-
Boricuas and as children of the African Diaspora. We can say that Bomba is the healing process of spiritu-
ally and mentally cooling down in order to plan and prepare our escape from systematic, mental and/or
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physical slavery in order to obtain our freedom and preserve our traditional ways of life. This is so very
true because after every baile de bomba we always say, “ya yo me curé” (I have cured myself).

Bambula

We will move on to understand what is arguably the oldest rthythm of bomba and possibly of the
Americas--la Bambula. The word bambula is still used around the island and is considered to be the pred-
ecessor of today’s Rulé or seis corrido de Loiza. In their recording “El Roble Mayor,” The Cepeda family
refer to it as the fastest variation of the Sicd rhythms. According to Matu Kinzonsi, a Soukous musician
from the Kongo, Bambula means the remembrance of a place far forgotten. Dr. Fu-Kiau and Dr. Robert
Farris Thompson have both told me that Bambula is a Ki-Kongo verb that means the action of remember-
ing. Finally, my godfather within the Kongo spiritual practice of Palo Mayombe, found widely across
Cuba, Puerto Rico and the U.S., Tata Miguel Garzon, teaches me that Bambula is the action of remember-
ing a very specific and strong emotion that lives within the subconscious mind of a nation of people from
a particular place. Kimbamba or Kimbambula are both variations of the word Bambula, also referring to a
place in the mind from long ago. In naming the rhythm and dance Bambula, our wise ancestors hoped that
their children would “remember” while playing and dancing. But what is it that our ancestors are hoping
we will remember? When listening to the words found within certain Bombas, we can unlock the answer
to this question.

Bambula eh, ¢’est aya _
C’est ca! '
Contigo na’ ma...

If we were to translate the bomba “bambulae se alla”, as is commonly sung, first we would notice that this

bomba song is in three languages —Ki-Kongo, French Krey6l, and Spanish Creole. The song translates
roughly to mean:

Bambula eh, (We shall remember that far off place) (Ki-Kongo)
C’est (that is) (Kreyol) aya (over there) (Spanish)

C’est ca (That's it!) (Kreyol)

Contigo na’ma (Only with you) (Spanish)

The songwriter wanted us to remember the teachings and ways of life from the African continent; the cul-
tural, philosophical, spiritual and social ways of being that have made us who we are for thousands of
years, Connecting us to how we lived and who we were on the African continent gives us importance,
pride and self-respect, filling our spirit with light and healing earth energies despite living a dehumaniz-
ing and racism-filled experience. The songwriter goes on to say, “That’s it, only with you.” The “you” is a
pointed invitation to each individual in the community to remember. It is also a collective you, the identi-
ty of the whole community. Because it was written in three languages, it is an inclusive call to unite the
diverse black communities in Puerto Rico, which during the colonial era was comprised of people direct-
ly from Africa, and of Spanish and Kreyol speaking blacks from all over the Caribbean. We can say that

Continugdo, pag. 14
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the word Bambula as used in the context of “la Bomba Puertoriquefia” refers to the act of remembering
what we inherit from our ancestors--our origins, struggles, pains, glories, and spirituality. The call to
remembrance is a call to

remember thinking of ourselves as a community with a long history, both positive (our ancestors and our
traditional ways of life) and negative (slavery and the enslavers). In her project apartment in Manhattan,
Dofia Ana Rosa Pizarro, a singer, drummer and dancer from Catafip tradition of the 1930's and 1940’s and
the younger sister of Yenye and Flor Pizarro, who passed away at 92 years old, “El tocador y bailador de
bomba sabia que tarde o temprano iba sufrir por ser bombero pero lo hacia porque era parte de quien era.”
(The drummer and dancer of bomba know that sooner or later he/she would suffer for being a bombero
but did it anyway because it was a part of who he/she was.)

I must also make mention that the drum that we refer to as the Buleador is made up of the root word
bula (remember) which is the root of Bambula, Kimbambula, Kimbamba, Kebula, Kébuka and all the vari-
ations of the kongo word for remember. The actual name of the drum both in the Kongo and in the dis-
persed Kongo communities within the Americas is Bula. In the French Kreyol of the Caribbean, Buladier
is he who plays the bula; just as Catalier is he who plays the Haitian Rara drum Cata, or as Buladier is the
player of the Haitian Vodoun Bula drum or the Haitian/Cuban Tumba Francesa. The Spanish mispronun-
ciation of the word buladier is buleador, he who plavs the drum of remembrance.

Yuba

In our next step towards remembering, we will examine the word Yubd and its importance within
our Afro-Boricua community. According to Tata Fu-Kiau and to another Kongo scholar and traveling tra-
ditional healer named Mbala, the word Vuba pronounced Nyuba refers to a Kongo dance done mamlv by
women of childbearing years but also b} elder men. In the Kongo Nyuba the dancer follows the rhythmic
pattern set by the drums and makes a specific rhythm using slaps and hits on their bodies to produce a
trance like state in order to call upon the ancestors to cleanse themselves and the community from any neg-
ative energy.
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When we dance the yubd in Puerto Rico we
refer to it as the most intense rhythm and dance of
our bomba. Don Félix Alduén told me that the Yuba
was a very powerfui rhythm and dance and only
songs with a very profound spiritual and social
meaning were considered appropriate for this
rhythm/dance. The members of The Cepeda family
also respect the Yuba as the rhythm/ dance with the
most character. Bomberos from around the island
all hold this rhythm/dance as one to be respected,
and like the meaning given by Fu-Kiau and Mbala,
the dance always gives off very powerful waves of
energy, usually cleaning the atmosphere and elevat-
ing its executor to an almost trance-like state, con-

I choose to release this piece of a larg:,er work
that 1 have been working on for the past 7 years only
because these two rhy thms’u the Bambula and the
Yubd and their true definitions--can open our eyes
to the intelligence and spiritual insightfulness of
those ancestors upon whose shoulders we stand.
These two rhythms can be found throughout the
Americas and are the great grandparents to all

“American” music. It is from the Yuba and the
Bambula that give us the blues, jazz, rock & roll,
gospel, R&B, Hip- Hop, and any other of the many

variations of those previously mentioned musical
genres. According to C. Daniel Dawson, leading
scholar on maroon communities and Kongolese cul-

verting him or
her into a con-
ductor of spirit

and  energy.
Qur ancestors
most likely
used this

dance to main-
tain a constant

connection to
the spirits and
ways of life
from their
African home-
land. This is
illustrated by
Yubd  songs
such as

‘Cachon Dice
Elena”, which

tures in the
Americas,
other rhythms
whose names
can be found
in the Kongo,
Puerto  Rico,

§ Haiti, Cuba,
and through-
i out the
| Americas are
Sica, Cuembé,
Cunyd, Belén
(B’lén in Ki-
Kongo),
Marianda, and
Calinda
(Kalenda  in
Ki-Kongo). All

o

refers to the
preparation of a spiritual charm, “Camina Kongo
Camina,” a call for the arrival of the Kongo spirits,
“Leré pa’ Julian Mangual,” “Sergio Nater
Levantate,” commemorating a deceased Bombero,
or “Landiy¢” (El Ano se fue ayer or the old year has
left yesterday), originally sung on New Years Day
only to cleanse oneself of the old year, etc.

Dancing the Yubad is a calling of enlightened
and community ancestors to come and clean the liv-
ing. While in the process of Yuba one should not
think of anything else but the sounds emitted by his
or her own piquetes in order to create balance and
tune oneself spiritually to the earth and our
deceased and living community.

—

Manuela Arciniegas & Alex LaSalle

are considered
spiritual rhythm/dances in the Kongo, which serve
a religious and social purpose in traditional Kongo
society. We can also say that for us bomba also plays
a speuflc social spiritual job within our lives as
keepers of our Afro-Boricua way of life. I hope that
now that we have a clearer understanding of what
the names of these rhythms mean, we can practice
bomba with a clearer intention—to spiritually cool
down, to remember our African roots, and to use
our piquetes as a cleansing dance mantra.

[NLB. EN EL PROXIMOQ EJEMPLAR DE GUIRO Y MARACA PRE-
SENTAREMOS LA TRADUCCION DE ESTE ARTICULO EN
ESPANOL.]
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.GRUPOS’ DE BOMBAy PLENA .

g,Tienes un grupo de Bomba y Plena'? Déjanos saber para mc!ufﬂos
‘en esta seccion. .

El Unico criterio es que cada grupo taene la capacidad y la dispomb;
idad de hacer presemacmnes musicales de bomba y / o plena, en
vivo, Ya saben que estamos dispombies a afadir grupos tan pronto
ustedes nos llaman. Aqui estdn, en orden affabético. I you know of
.a Bomba and Pl ena group {et us know. We i mciude them in our next
isstie. :

AfriCarie,  Tito  Rodriquez, W, 773.879.2123,
www. africaribe.net

'ARES DE BORINQUEN, Jvette Cruz-Nieves, Camden NJ, 856.966. 1880
ALma Movo, NYC, Alex LaSalle, 646.489.1203, www. almarmoyo.com
AmicoSs DE LA PLENA, NYC, José Rivers, 646.824.3681 .. -
Aretfro Borcano, San Diego, CA, Edwin Monclcva 619_253 0480 :
www.areitoborincario.com -

Bacter FoLcLorico pe Bowmsa v PLEna Lmzb Orfando, FL, Miguel
Lanzo, 407.855.0732

BaLLer FOLKLORICO BORIKEN, San Antonio, TX, Olga Custodzo
210.878.7821, Boriken98@aol.com

Bauer Foukiorico pe Ceuia Avara, Boston, MA, Celia Ayala,
617.541.3540"

BaLLer FOLKLORICO HERMANOS Avara, Loiza, PR, Marcos Ayala
787.758.2222

Bamsarug Baurer Fouq.omcn Ponce, PR isabel Albizu Davila,
787.844.8579

‘BamsuLa, NYC, Norka Nadal, norka1010@aos com

Bemeereo, Chicago,IL, Raman Lépez 787.318.1569, Angel Fuentes,
312.498.8350 _ _

Bomsa AsHE, Providence, Rl, Roberto. Cepeda; 401.954.5936

Er Bomsazo be Brooxuyn, Brooklyn, NY, Hal Barton, 718.488.1163
BompLenea, San Juan, PR, BGary Vera, 787.702.3552

Borinsomsa, Milwaukee, Wi, Luis Diaz, 414.744. 6828, www.diazmu-
sic.com :

- BorinPLeENA, Miami, FL, Pablo Rivera, 305.635.1174

Cara PRIEYO, NYC, Pedro Angel Noguet, 646.270.7215

Monesto CEPEDA ¥ CIMIENTO PUERTORRIGUERD, Santurce, PR, Modesto
Cepeda, 787.728.1096

Esramea CriOLLA, NYC, Pepe Castilio, 212.581.5784

Foukiomico Bowo (FL.E.C.H.AS.), New Haven, CT, Menen Osorio,
| 203.562.4488

| GoLpe bE PLeNa, Sanwrce PR, Harry Sebastian, 787.728.4283 .
GruPo ArroBoricua, Brooklyn, NY, William Cepeda, 718.421.2115
‘GRuPo Caciaue ¥ Kokeo, Oakland, CA, Shefall Sha, 510.652.1627
Grupo Couitre D'EL Yunaue, San Juan, PR, Miguel Angel Carrillo,
787.473.1409, nangobe@hotmail.com

Gruro GRacimA DE 1A Escueta oe BomBa Y PLENA DORA CARDAD

Chicago,

Brenes pE Cepepa, Carolina, PR, Margarita "Tata’ Cepeda :

787.461.2458, www.tatacepeda.com’

GRUPO VIENTO DE BoMBA Y PLENA, Camden NJ José Catala
856.655.8382, e#grupowento@aol com

_GRruPO YuBA, Chicago, IL, Eli Samual Rodriguez clo Centro Cultural
Ruiz Belvis, 773.235.3988

Gmmsaus Ballet Folklorico de Pueﬂo Rico Cnmzas PR, Joaquin
Nieves Calderon, 787.859.8601 .

GUAYACANES DE SAN ANTON, Ponce, PR, Carlos Véiez Franceschi,
787.843.0082 .

Los Hermanos CEPEDA, Carolina, PR, Jesus Cepeda, 787.757.1672
Los INSTANTANEDS DE LA PLENA DEL RiNcON CrioLto, Bronx, NY, Norma
Cruz, 300 E. 1515t Street, #3, Bronx, NY, 10451 )
NuesTro Tamso; Chicago, IL., Rubén Gerena, 773. §18.2266
OrGuLLo Tmno Queens, NY, Gladys Rodriguez, 718.521.0051

Paracumeg, San-Juan, PR Emanuei Dufrasne 787.769. 2484'

www.paracumbe.com :
‘PHILAREYTO, Philadelphia, PA, Katsi Miranda~!_ozada 215.533. 0873
PLena Durce, Newark, NJ, Lillian Garcia, 973.645.2690

PL.ENA Duizura, - Bayamén PR. Anibal de Gracta 787.308. 2616
WWW, plenadulzura.com |

_ Piena Lisre, San Juan, ' PR, Gary Nuﬁez, ¢lo Valerie Cox,

787.763.4728, www.plenalibre com

PLenALuNa, Bronx, NY, Julio Colén, 917.733. 3619 -
Pienason, Manati, PR, Benjamin Jiménez, 787.960.2884,; Orlando
Marrero, 787.225.1278, jtbenjie@coqui.net

PLENEALD, Albonito, PR, ivan Rivera, 787.735.3322 . _
Los PLENEROS DE LA 21, NYC, Juan Gutnerrez 212.427.5221,
www.losplénerosdela21.ory

Los PLENEROS DEL Barey, Phﬂadelph;a. PA Jnaqum Rwera
215.456.3014, ext. 42 .

Los PLENEROS DEL BARRIO, Ponce, F’R Robertc Texelra 787. 843 3873
Los PLENEROS DEL Coco Worcester MA, M|guet Aimésttca
508.792.5417 .

Los PLENEROS DE MARUNGUE. Atlant:c C:tm NJ,” Julio Gonzéiez‘
609.345.0495

Los PLENEROS DE LA SAlup, Springfield, MA Luis Melendez,
413.584.8125 ‘

Los PiLeNeros DEL Severo, Carolina, PR, Carlos Pizarm Fatu,
787.809.3604, PlenerosdeSevero@yahoo.com v
PROYECTO LA PLena, Minneapolis, MN, Ricardo Gémez, 6127225204
Peenvsown, Orlando, FL, José "Tito™ Diaz " 407.812.9942,
Plenyson@msn.com A
Puerto Rican Foukroric Dance, Austin rx Ana. Maria Maynard '
512.251.8122, www.pridance.org

Ralces Boricuas, Paterson, NJ, Ada Diaz, 973 279.2390 -
Raices oe Borinauew, Philadelphia, PA, Rachel Rojas, 215432 3927
Raices oe Borinauen, Washington, DC, Nydia Ocasio, 301.455.7871
www raicesdeboringuen.org

Raices Grupo bE EL Arco Iris CENTRC DE AR'EE St. Paul, MN, Janz
Rodriguez, 651.292.8719

Los ReuAmpacos bE. La Puema,. San Juan, PR, Gerardo Ferrao,
787.767.1454

Secunpa QuimBamBa, Jersey City, N, Juan Car:agena, 201.420.6332
Son Borikua, San Francisco, CA, Héctor Lugo, 415.864.1526

Son be Puena, Trenton, NJ, Luis Ortiz, 609.584.1644 .

Taer oE Bomsa v Piena, Ponce, PR, Pedro Barriera Coién,
787.259.0293 .

Los Tamsores oe FéLix ALDUEN, José Mildn Alduén, 787.265.0251
TamBoricua, Atlanta, GA, Benjamin Torres, 678,313.0104,
www. TamBoricua.com

TAMBUEND, Phllade!phia PA ‘Alberto Pagan, 215.427.1219

TROCO & ZAPEROKG, _ PR Edwm ‘Feliciano, 787. 888 0398

www. zaperoko.com v

Juan Usera v La Tmisy, NYC &uan USera 212 927 7082,
latribu@earthlink.net -

Viento DE Acua, San Juan, PR Héctor ‘T’rw’ Matos. 787. 948 4053,
viento_de_agua@hotmail.com -

Ysﬁmur:un, NYC, Tato Torres, 347.584. 8915 www.yerbabuena.biz
YORUBAZ Warwick, Ri Lydia Pérez 401 737 0751

: ng_y_Ma_@ga_ is dedlcated to the promotion of Bomba & Plena
music from Puerto Rico. It is issued four times per year and is a
publication of the Segunda Quimbamba Folkioric Center, Inc.,

279 Second Street, Jersey City, NJ 07302, Tel. 201.420.6332.
Email Juan Cartagena at: quimbambero@hotmail.com.
Subscription is $15 per year.

Gliro v Maraca se dedica a la promocién de la miisica de Bomba
y Plena de Puerto Rico. Se publica cuatro veces al afio por el
Centro Folclérico Segunda Quimbamba. La subscripcion es $15
porafio. =
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