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TITO PUENTE's BOMBA & PLENA 
RECORDINGS 

The career of 
the greatest of all 
Puerto Rican musicians 
ended this year with the 
untimely death of el 
rey, Tito Puente. Even 
the often-staid and 
always disconnected 
organ of the 
mainstream press, The 
New York Times stood 
up and noticed the 
passing of this musical 
legend by giving Tito 

Puente front page treatment and declaring, rightly so in 
this case, that Tito was as symbolic of New York City as 
Yankee Stadium. I was impressed as were many new 
Yorkers who witnessed the incredible career of an icon, a 
maestro in every sense of the word, and a prolific 
recording artist and composer. Tito Puente was finally 
getting some recognition in the latter years of his life, 
including a Eubie Lifetime Achievement award presented 
by NARAS in 1989, a Star on the Hollywood Walk of 
Fame in 1990, the Yale, concert w/ sinfonica de PR, and 
his induction into the jazz hall of fame. He has played 
for Presidents Carter, Reagan, Bush and Clinton. Every 
accolade was well deserved. 

So as we end the last year of the millennium 
how could we not stop to reflect upon the career of this 
tremendous percussionist? How can we not invoke his 
name? And how can we not recognize the few forays 
into Puerto Rico's authentic drum music, our bomba and 
our plena, that Tito Puente initiated. The pickings are 
slim but each one is a jem. 

Background:  Ernest Anthony Puente, Jr. was 
(continued on p. 2 ) 

Modesto Cepeda: 25 Afios Dedicando Su 
Mtisica A La Escuela de Bomba y Plena 
Rafael Cepeda Atiles. 

El maestro, 
cantautor, 
folclorista y 
Modesto Cepeda de 
Santurce, Puerto 
Rico, acaba de 
grabar un proyecto 
titulado "Antologia-
que celebra 25 ahos 
de su rmIsica de 
bomba y plena 
dedicada a su suerio 
hecho realidad, la 
Escuela de Bomba y 
Plena Rafael Cepeda Atiles. Es un acontecimiento 
importante en el desarrollo de nuestra cultura 
puertorriquena y merecedor de nuestras alabanzas. 
Empezando con unos talleres en 1973 y llegando al 
edificio en Calle Union de Villa Palmeras, la Escuelita es 
la cuna de grupos como Cimiento Puertorriquerio, Los 
Cepeditas y otros que siempre cuentan con una 
representacion juvenil sin igual. 

INSIDE:  
PROFILES FROM RINCON CRIOLLO: 

NORMA CRUZ 	 p. 9  

Por muchos Otos los lideres de la Escuelita 
fueron Modesto Cepeda, director y maestro de musica, su 
hija Gladys Cepeda, encargarda de la coreografia, y su 
esposa, Enriqueta Culta de Cepeda, conocida por Doha 
Ketty, quien se dedicaba a disehar y confeccionar los 
trajes de la bomba y plena para los estudiantes. A 
morirse en 1999 El Nuevo Dia sehala que "muere una 
parte de nuestra cultura negra . . .una embajadora del la 

(vease pag. 6) 
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born in Harlem Hospital, New York City on April 20, 
1923 to Ernest and Ercilia Puente from Coamo and San 
German, Puerto Rico. He began his performing career as 
a dancer with his sister Anna and his musical career 
studying piano and drums. At age 15 he was considered 
a child prodigy. Soon he began playing drum set and 
timbales with the likes of Noro Morales, Jose Curbelo 
and eventually with the premier Latin band of that era, 
Machito and his Afro-Cubans. He served in World War 
II, where he played saxophone and learned the 
foundation of musical arrangements. When he returned 
he played and arranged for Curbelo, Pupi Campos, 
Miguelito Valdes and others until he formed his Picadilly 
Boys to play an engagement at the famous Palladium 
Ballroom on 53"I  Street in Manhattan. Soon the band 
was known as Tito Puente and his Orquestra and Tito 
became one of the big three of the Palladium golden era: 
Tito Puente, Machito and Tito Rodriguez. Simultaneous 
to the mambo explosion in the Palladium, Puente became 
influential in the Cuban bebop, or Cubop, movement 
initiated by the great Mario Bauza. In time, Tito 
survived the rock & roll invasion, the boogaloo craze and 
many other fads, by sticking to what worked, good Latin 
dance music, and by venturing into Latin Jazz 
expressions with a smaller ensemble. At the end of his 
career he had accumulated five Grammy awards and was 
the leader of a smaller Latin Jazz ensemble and a larger 
Latin orquestra. Equally important, at the end of his 
glorious career, Puente was still el rey. 

Steven Loza's definitive biography Tito Puente 
and the Making of Latin Music paints an elaborate 
picture of the man that has had such a remarkable impact 
on Latin and Jazz music in the last century. With 
analysis and historical references of Puente's career and 
interviews of Puente and his key collaborators, Loza's 
book is an important contribution to the Puerto Rican 
community and its impact on this country. Tito Puente 
and the Making of Latin Music also sheds light on the 
some of the factors that led to Puente to dedicate his 
career to Cuban music and to the American classical 
music known as Jazz. 

For example, in response to Loza's question 
about how Cubans and Puerto Ricans were interacting in 
the music world when New York City was quickly 
becoming a Puerto Rican center in the 1950s and 60s, 
Tito Puente observed in 1994: 

It came very [easily] because the Puerto Ricans are very 
good musicians too. The Cubans have they own style of 
music; that's what we play, really. We're not playing 
Puerto Rican music, because Puerto Rican music is la 
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bomba, la plena; they had their own typical music in the 
island. But at that time we were playing Cuban music, 
and that's what developed really — the jazz, the Cuban 
bebop and all that throughout the years. . . . A lot of the 
young Puerto Rican musicians developed a lot of good 
Cuban-style playing. As I grew older I became a big-
band leader, [and] then I catered to all kinds of people, 
but I really played Cuban music — which I still play, 
because that's the good dance music: the mambo, the 
guaguanco, the cha-cha-cha, the guajira, all that kind of 
music." 

Puente's deep association with Cuban music was 
not lost on the Cubans. Indeed they adored him. Olavo 
Alen Rodriguez, a Cuban musicologist interviewed in 
1999 by Jim Payne for Puente's and Payne's Tito Puente, 
Drumming With the Mambo King, is noted as saying: 
"Everything I hear from Tito Puente is so Cuban. . . . The 
greatest timbale player in the world is not a Cuban. He's 
Puerto Rican. Cuba has many, many very good timbale 
players, but in the international arena none of them can 
compete with Tito Puente." Such was Puente's 
dominance of the timbales, an essential Cuban 
instrument, that in 1957 (!) Tito Puente was the only 
non-Cuban to be invited to Cuba by Gaspar Pumarejo, in 
honor of the greatest Cuban musicians of the last 50 
years. 

This is not to say that New York born, Tito 
Puente was anything but clear on his identity as he notes 
in 1981: 

"[And] I always, as we say in Spanish, `plantao 
bandera' — wherever I go I represent more or less, the 
Puerto Rican people . . . Wherever I go, [wherever] I 
travel, they ask me, 'What are you?' I say 'I'm Puerto 
Rican.' Bam, barn, barn, I talk. But I am international, 
too. I play for all kinds of people, and they dance to my 
music and I have all kinds of a following; so I don't want 
to tag myself . . . but when they ask me who I am, I 
represent Puerto Rico. In festivals . . . like Venezuela, 
`La Festival de la Cancion,' I represent Puerto Rico." 

In Steven Loza's chapter on "Identity, Nationalism and 
the Aesthetics of Latin Music," the author attempts to 
recognize the multiple identities in Tito Puente's career: 
"Tito Puente's early years of enculturation in Spanish 
Harlem were contoured less by an exclusive Puerto Rican 
identity than by a bilingual, multicultural ambit and his 
exposure to many cultural concepts and values. 
Although Puente . . . has expressed his interest in 
asserting his Puerto Rican heritage, he has 
simultaneously personified through his musical 
expression and enterprise the issues of a pan-Latino and 
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international aesthetic. . . .Puente has openly and 
consistently stated throughout his caree that he "plays 
Cuban music," and he has grappled with the evolved 
term salsa as well as with concepts such as "crossover," 
for he has realized the historical inevitability of such 
fusion and cultural interchange." 

Max Salazar, an excellent historian of Latin 
music concludes similarly: "Tito said that his music was 
not only for Puerto Ricans, it was for everybody. . . . He 
was very proud of being Puerto Rican. What I'm saying 
is that he didn't have to [wave the Puerto Rican flag] to 
gain acceptance. His music gained acceptance on its 
own.-  

"Tito touched bases with everybody, basically to 
cover his ass [laughing]. He didn't exclusively play one 
rhythm. But he knew what people wanted," says his 
friend, music historian, and archivist, Joe Conzo. 
"When Rafael [Hernandez] died, he recorded that album 
with La Lupe. When the pachanga came out, he did one 
album and that's it. And he did all of this without 
changing his band. That's the amazing thing. But he 
knew when fads would end and he played that," 
continued Conzo. 

But Puente also went beyond the Cuban tag as 
well. As Joe Conzo put it, "It's all African music. Call it 
Cuban, Afro-Cuban, call it what you want." Loza as 
well acknowledges as much: "Puente has consistently 
referred to 'Mother Africa' as the primary source of his 
music, a perspective that far outdistances provincial 
nationalist theories." 

Another lens that we can use to place this 
discussion in context stems from the dance floor itself. 
Tito Puente's early career must be viewed from the 
perspective of the dancers who made him famous. And 
Puente's childhood career began in dance. From that 
prism, we learn why Puente gravitated and anchored his 
career on what he described above as the "good dance 
music" of Cuba. Loza's 1994 interview with Puente 
speaks to this: 
Loza: . . . Because a lot of people skip the fact that, 
"Hey, remember, people were dancing," and that was as 
much part of the art as the guys on stage playing the 
music. What was the bottom line, the essence of that 
relationship to the dance? How important were the 
dancers? 
TP: Very important, because a lot of rhythms came out 
during the years, even the bossa nova, which was very 
popular. Any rhythm that comes out, if you don't have a 
dance to it, that rhythm dies. Like they had the boogaloo 
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era? That passed. The shingaling, you know? Nothing 
happened. That's why Latin music has always 
maintained itself, because there's a beautiful dance to it. 
You could do a nice cha-cha, you do a bolero, you know, 
couples get together and they dance. Very important in 
those days. We had dance studios all over the place.. . 
So the concept of having a dance studio was very 
important for the music, because the music alone was 
marvelous and everything, but you had to dance to it to 
keep it popular together. 

This begs the question, unfortunately perhaps 
never asked of Puente, did bomba & plena offer the same 
opportunities for dancers? 

So in Tito Puente we have the trajectory of an 
incredible career that unfortunately for us bomba & plena 
fans did not include enough songs to our liking. Joe 
Conzo spoke to some of this in my interview this year: 
"Clearly bomba & plena were not fads to Tito, because 
they represent the roots of Puerto Rican music. But Tito 
had his own thing, and that wasn't his forte. Besides 
there were other bands that were doing it well. Like 
Cesar Concepcion and the smaller group led by [Rafael] 
Cortijo." When probed about Tito' s reaction to 
Cortijo's invasion of New York, Joe answered as I'm sure 
Tito would: "It was all good. You see, Tito thought that 
it was all good to have all these bands. He said it was 
great for competition. That stuff you hear about the bad 
rivalry between TP and Tito Rodriguez was all good for 
competition. You see, back then you had different bands 
and each with a different sound. That's what Tito is 
talking about when we talk about Cortijo. Today you 
have all these bands and they all sound the same. It's all 
the same shit — you can quote me on that." 

While acknowledging that bomba & plena were 
very popular at the Palladium — with sold out 
performances by Cesar Concepcion and Rafael Cortijo, 
Max Salazar concludes that the attraction was short-lived 
in New York at the time: "That's because those 
folkloric rhythms were not as popular in New York as 
they were in Puerto Rico. The New York sound is 
mambo and cha cha. In fact, the music you hear today is 
basically mambo. . . What happened with bomba is that it 
died out. That's because it appealed to a small segmet of 
the New York scene — only Puerto Ricans. But the 
blacks, the Jews, the Italians and Puerto Ricans too, all 
wanted mambo and cha cha. 

Aurora Flores, activist, businesswoman and 
performer with AMIGOS DE LA PLENA recalls Tito 
Puente fondly. She was able to get Puente to go to 
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RincOn Criollo, the hotbed of bomba & plena in the 
Bronx, to record part of the HBO "Americanos" 
documentary in 1999. "Tito heard AMIGOS DE LA 
PLENA and liked us. He told me that we had a funky, 
New York sound and that some other groups have a 
sound `que ester muerto,'" said Aurora. The HBO 
documentary eventually aired with footage of Puente 
jamming in La Casita and describing the roots of Puerto 
Rican rhythms in terms of our bomba & plena traditions. 
Aurora Flores went on to compose a plena in Tito's 
honor called "Plena Pa' Puente" 

Se Nos Fue Un Rumbero 
Se Nos Fue Un Rumbero 
El Rey De La Salsa 
Se Fue Tito Puente 
Todo El Mundo Canta 
Se Fue Tito Puente 
Todo El Mundo Canta 

[A rumbero has left us 
A rumbero has left us 
He was Salsa 's king 
Tito Puente has left us 
And everybody sings 
Tito Puente has left us 
And everybody sings 
Translation: Cartagena] 

Puente's Bomba & Plena Records 
The first observation we can make about this 

short discography is the influence of vocalist Rafael 
Davila Rosario, known as Chivirico. Chivirico is 
credited with penning the majority of the bombas that 
Tito Puente recorded, all in the 1960s. Author Cristobal 
Diaz Ayala notes that Chivirico is an amazing but 
unheralded talent from the Island: "respetado como uno 
de los mejores soneros y boleristas antillanos de todos 
los tiempos." Chivirico recorded with Puente, notably on 
the "Y Parece Bobo" album in 1965. From the 
perspective, however, of Tito Puente's short bomba & 
plena discography, the key to Chivirico's influence is his 
birthplace: Villa Palmeras in Santurce. This is the 
center of this region of the Island's creativity for bomba 
& plena, and, indeed the home of the patriarch, Rafael 
Cepeda. 

The secon point we can make is that Puente's 
arrangements of each of these songs is first rate. The 
percussive nature of the horn charts shine through on all 
the songs. The bombas, all sic-a rhythms, are set to a 
backdrop of Puente's big band sound in the most natural 

way. What follows is our compilation of these historic 
bomba & plena recordings. 

Tile (Chivirico 
Davila). Tito Puente 
in Puerto Rico. 1963. 
Vocals: Santos Colon. 
Puente's most 
swinging bomba, this 
number cries out for a 
cover by any of our 
current musicians. 
The transition to three 

coros is perfect and the great voice of Angel Santitos 
Vega Colon from Sabana Grande, known to the world as 
Santos Colon tops it off. Santos Colon was one of the 
biggest reasons for the success of Puente's legendary 
"Dancemania" album of 1958. Puente's arrangements 
of Puerto Rican favorites like "Pa Borinquen," and 
"Romance del Campesino" are also excellent. Despite its 
title, "Tito Puente in Puerto Rico" is reported to have 
been recorded in a studio in New York City. 

Bomba Na' Ma' (Chivirico Davila). Tito 
Puente Swings, The Exciting La Lupe Sings. 1965. 
Vocals: La Lupe. The special voice and personality that 
is Lupe Victoria Yoli Raymond, known as La Lupe from 
Santiago de Cuba joined with Tito Puente upon signing 
with Tico Records. She had a previous stint with Mongo 
Santamaria. With Tito, however, she became famous 
and her numbers are emotional, raw and deep. An 
incredible talent, she apparently lost out in the marketing 
war when Fania Records bought out Tico Records and 
decided to push her compatriot Celia Cruz instead. On 
this bomba she sounds great and even scats her way 
through the song. And the public loved it as the album 
went gold. 

Yo Traigo 
Bomba (Chivirico 
Davila). Tu y Yo. 
1965. Vocals: La 
Lupe. Another one 
of the few bombas 
that Tito recorded 
for the dancing 
public, this one pairs 
him again with La 

Lupe's swinging form. With these successful recordings 
the Latino press dubbed La Lupe singer of the year in 
1965 and 1966. The sax vamps swing on this record and 
La Yi Yi Yi is a natural here. 
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La Plena Bomba Me Llama (Chivirico 

Davila). Cuba y Puerto Rico Son . . .1966 [and Fania 
Legends of Salsa: Tito Puente, 
1994]. Vocals: Celia Cruz. 
At the same period that Tito was 
enjoying success with La Lupe, he 
recorded with another Cuban 
female vocalist, the incomparable 
Celia Cruz. Celia Cruz came to the 
U.S. after enjoying success in Cuba 
and touring Central and South 
America. The combination of Tito 
and Celia would last nearly 35 
years until the death of el rey. 

Celia went on to record other bombas & plenas, notably 
in her album in honor of Ismael Rivera, Tributo a Ismael 
Rivera. On this bomba the conga riffs are excellent. 

Bomba de Salon 
(Chivirico Davila). 20th 
Anniversary. 1968. 
Vocals: Santos Colon. 
Nominated for a Grammy 
award this album was 
produced by Louie 
Ramirez. Puente maintains 
the beat on this bomba as 
with all others, by playing a 

sica bell rhythm and accompanying it on cascara. 
During the mambo section, you can hear a take-off on 
Cortijo's and Ismael's catch-phrase, "que lo que pasa 
aqui." 

Esas No Son 
De Alli (Cuchifritos) 
(Rafael Hernandez). 
Homenaje a Rafael 
Hernandez. 1966. 
Vocals: La Lupe. 
Tito Puente was no 
stranger to the music of 
Rafael Hernandez —
perhaps the premier 

Puerto Rican composer of modern times. In 1965, 
Puente was part of the musical tribute "La Musica de 
Rafael Hernandez" produced by Banco Popular. Thirty-
three years later, Puente was part of the bank's second 
tribute to the great Hernandez, "Romance del 
Cumbanchero." Rafael Hernandez of Aguadilla, Puerto 
Rico is better known for his boleros and guarachas — but 
also composed some of the better known plenas 
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interpreted by Canario in the 1920s, "Mataron Elena," 
and "Temporal." "Esos No Son De Aqui," a bomba sica, 
is a humoristic statement of what defines Puerto Ricans. 
Tito Puente embellises it with a great arrangement that 
sets the stage for La Lupe's magic. 

Bombata (Tito Puente). The Legend. 1977. Vocals: 
Santos Colon. ] This 
Grammy nominated album 
contains the only recorded 
bomba or plena that we've 
found composed by Puente. 
Steven Loza adds: 
"Another innovative and 
imaginative piece on the 
LP is Puente's "Bombata," 

a juxtaposition of Puerto Rican and Cuban musical 
idioms making use of the Afro-Cuban religious bath 
drums adapted to the Afro-Puerto Rican bomba rhythm 
and song form. In the seventies a large contingent of 
Latinos and people of other backgrounds in the United 
States became greatly interested in the folkloric, religious 
orgins of Afro-Cuban music and its relationship to the 
development of salsa. Again, as he has throughout his 
career, Puente continued to conceptualize and personify 
the juncture of the musical and the social." We would 
add that what makes this piece innovative is not just the 
inclusion of bath; one can trace African religious based 
percussion, with call-and-response coro, to Puente's 
1957 "Top Percussion" release. What makes Bombata 
innovative is the very use of bomba in a Puente 
composition. 

A Bailar La Plena 
(Evelio Landa). Homenaje 
A Beny More, Vol. III. 
1985. Vocals: Adalberto 
Santiago. Another Grammy 
nominated recording this 
album was the last of a 
series of albums dedicated 
to the great Cuban vocalist, 

Beny More. Volume I actually won Tito Puente's first 
Grammy. A Bailar La Plena is a medium tempo plena 
with an infectious horn chart. This is the only plena that 
we've been able to uncover from Tito's vast repertoire. 
Adalberto Santiago interprets this number with ease, as 
he sings of the towns where plena reigns and of the great 
musicians who made plena famous. 
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A final note for our collectionists. Mi Bomba 

Sono ("Tito Puente & Santos Colon: Los Originales" and 
on "Fania Legends" and "Excitante Ritmos," 1963) is not 
a bomba, although the lyrics are about Puerto Rican 
bomba. And La Salve Plena ("The King and I" with La 
Lupe, 1967) is not a plena, it's a salve-merengue with 
amazing drum rolls by TP and flowery references to 
Quisqueya. 

Sources: Diaz Ayala, Cristobal, La 
Marcha de Los Jibaros, 1898 — 1997: Cien Mos de 
Masica Puertorriquefla Por el Mundo (Editorial Plaza 
Mayor, 1998); Child, John, "Profile: Tito Puente," Nov. 
8, 2000, posted on  www.clescarga.com ;  Kohan, Peter, "El 
Rey's Mambo-ology: An Interview With Tito Puente," 
posted at  www. nando.nct/proficaribe/PuenteTito.html; 
Loza, Steven, Tito Puente and the Making of Latin Music 
(University of Illinois Press, 1999); Martinez de Pison, 
Javier, "Oye, Como Va," posted at 
www.jazzradio.org/tito.htm;  Puente, Tito & Payne, Jim, 
Tito Puente's Drumming With the Mambo King 
(Hudson Music, 2000); Rodriguez, Nelson, "Farewell To 
A Friend," Latin Beat, Vol. 10, #6, Aug. 2000; Salazar, 
Max, "Tito Puente, 1923 — 2000," Latin Beat, Vol. 10, 
#6, Aug. 2000 and "Tito Puente, The Living Legend," 
Latin Beat, Vol. 10, #8, Oct. 2000; Sola, Vicky, "A Bite 
From the Apple," Latin Beat, Vol. 10, #6, Aug. 2000; 
Tamargo, Luis, "El Puente de Tantas Cosas, Memories of 
New York's Timbal Monarch," Latin Beat, Vol. 10, #9, 
Nov. 2000; Torres, Eileen, "El Rey," posted at 
uww.salsamundo.com ;  Sanabria, Izzy, "The Other Side 
of the Bridge," and "History of the King Tito Puente," 
Liner Notes to Fania Legends of Salsa: Tito Puente, 
1994; Yahoo Music Muze International Artist Profile: La 
Lupe, posted at 
http://au.music.yahoo.com/muze/performer/LaLupc.html .  
Interviews (on file with author): Joe Conzo; Aurora 
Flores; Bruce Polin (of descarga.com ); Max Salazar. 

Modesto Cepeda (continuacion) 

cultura afroboricua." Y la institucion que ya es la 
Escuelita sigue vigente, como seguramente lo hubiese 
querido Doha Ketty. 

Claro esta el trabajo de la Escuelita, enfocado en 
su mayoria en los ninos, y el trabajo al largo plazo de 
Modesto Cepeda de preservar lo mejor de nuestras 
tradiciones musicales. Como observo en 1998 en el 
semanal Claridad, los enlaces son claros: 'La escuela 
tiene como interes trabajar con los nifios. Pero 
trabajamos con cualquiera que tenga interes, tanto en el 
baile como en la percusi6n. Bonito seria que esos grupos 
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que estan pegados comenzaran a usar ese material 
ritmico. Los miisicos no estan completos si no conocen 
las raices musicales de su pais. Como punto de partida. -  

Llegamos a discutir estos temas con el maestro 
Modesto en diciembre del corriente y a continuacion 
recopilamos sus observaciones despues de mas de 25 aflos 
trabajando por su suefio: 

Juan Cartagena: zDande empezo la escuela? i,Con 
que objetivos, que metas? 

Modesto Cepeda: Empez6 en Santurce. Tenemos un 
sitio que alquilamos en la Calle Union #61, que tenemos 
por mas de 15 afios. Pero se esta deterioriando. Y antes 
que se nos caiga encima, queremos construir una nueva. 
Estamos ahora en campafia para hacerlo. Ya tenemos un 
solar en Villa Palmeras, equina de Calle Barbosa y la 
Calle Rafael Cepeda. Y ya tenemos los pianos. Al largo 
plazo esperamos tener una escuela y ademas espacio para 
una biblioteca y un museo. 

La escuela es como parte de un sueho para mi. 
En 1973 surgio la idea. Llegue a vivir en Nueva York 
por 5 ahos y a regresar vi a Don Rafael y dije, viejo 
tenemos que hacer algo para compartir esta tradici6n. 
En esos entonces se nos enferm6 Don Rafael. Se vela 
malo. En mi mente yo dije zque pasard si algo le pasa al 
viejo? Y asi empece con unos talleres en Carolina. 
Pronto me contrataron como maestro del quinto grado en 
una escuela catolica. En 1978, en la escuela elemental 
empezamos un grupo de plena de nifios. Cuando estaban 
listos lo primero que hice fue presentarlos a Don Rafael. 
El se qued6 impresionado. Me selial6 que para la bomba 
iba costar mas trabajo en prepararlos pero se quedo 
impresionado. El nombre del grupito de nifios fue 
PACEN (Programa de Accien Cultural y Experimental 
de Nifios). 

A los cuatro afios los nifios siguieron y se 
convirtieron en el grupo Cimiento Puertorriquefio. Yo 
siempre quiero Ilevar el mensaje a la nihez. Siempre 
tengo talleres para nifios, es algo permanente en la 
escuela. Hasta los nitios de 2 o 3 arlos. Si, requiere 
paciencia con nifios tan joven, pero es importante. 

Despues mi carrera como maestro me neve) a los 
programas Head Start. Fui parte de todos los programas 
Head Start en el municipio de San Juan, y eran muchos. 
Eso para mi era un banquete, ahi yo gozaba enseflando la 
musica nuestra. Como estudiante de educaci6n, tuve la 
hierramientas para la enseflaza y las pude combinar con 
la musica. 

Pero por todo ese tiempo siempre tenia la 
escuela en Playita (Santurce). Al principio era al aire 
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idea de abrir una escuela para el public° general? 
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LCuantos han pasado por la escuela? j,Son todos 
puertorriqueitios? 

Cientos. Yo diria, cientos. Pero es bien interesante lo 
que to dices. Aqui llegan extranjeros tambien. Ahora 
recibi una revista de Alemania que se llama Bamboleo, 
que tiene informaci6n sobre nuestra escuela. Tambien 
llegaron recientemente otra gente de Suiza. Muchos de 
los extranjeros viene para aca despues de conocer la 
rumba de Cuba. Y nos dicen que ellos pensaron que 
despues de la rumba cubana, no habia mas na'. Pero se 
sorprendieron con la bomba. Algunos han oido algunas 
grabaciones de la mias en bomba y vienen a buscarlo. 
Los norteamericanos pasan por aca tambien. 

Y yo tambien ha ido a los Estados Unidos para 
hacer presentaciones. Fuimos a Chicago en el Centro 
Cultural Segundo Ruiz Belvis, y a California. 

Pensando en su Escuelita y su 25 aniversario de la 
escuela se podria concluir que ese esfuerzo sirvio el 
mismo papel como las familias mas conocidas de la 
bomba y la plena. Es decir, la Escuelita abrio un 
acceso para la bomba y la plena que no existia antes, 
porque el que no era miembro de una familia, como 
los Cepedas, o los Ayalas en Loiza por ejemplo, o el 
que no era vecino o amigo de esos familiares, 
simplemente no tenia acceso para aprender todo los 
detalles de la tradicion. Y dado eso, viene usted y 
abre una escuela para el public° en general. i,Usted lo 
ve asi? 

De lo que yo sepa, la Escuelita fue la primera en su 
genero. No habian otras en esos tiempos. Pero estoy 
claro en to que dices. Estoy de acuerdo. Si di no estabas 
en la familia, lo mas cierto era que no to atreveria en 
ejecutar la musica, especialmente la bomba porque Ia 
bomba era mas cerrada. Yo to hice solo porque a mi me 
presentaba el viejo, y con la presentacion del viejo era 
suficiente. Me recuerdo una vez que Don Rafael me puso 
a tocar el primo, y una senora de mucho conocimiento de 
Ia bomba, preguntaba por ahi, que si quien estaba 
tocando el primo. Al saber que era yo lo dudaba. Se 
sorprendio hasta que realizo que yo era miembro de la 
familia. Y asi fue. Muchas veces yo iba con el viejo y se 
juntaban otros bomberos a tocar. Don Rafael me dijo que 
tenia que observar todo cuidadosamente. -Este pendiente 
de los que son de la mata," me decia el viejo. 

Positivamente y con alegria. Tienes que entender que yo 
consultaba todo con el viejo. Y para la escuela fui 
directamente a el para pedirle permiso de usar su nombre 
para la escuela, porque es la Escuela de Bomba y Plena 
Rafael Cepeda Atiles. Y el rapidamente me contesto, 
"quien mejor que t(1 puede dirigir esa escuela." Y 
seguimos adelante. 

Su nueva grabacion, Antologia, tiene una de mis 
favoritas, "Juvent-ud Boricua," y cuando la of de nuevo 
me hizo imaginar la Escuelita. LQue opinas de la 
juventud hoydia? LEstan listos para defender todo lo 
que usted ha hecho en los tiltimos 25 alios? 

Digo que si. Son muchos que han pasado por la escuela 
y defienden la tradicion. Por ejemplo, alla en Nueva 
York esti Juan Usera que se metio a la bomba y la plena 
y no lasuelta. El the discipulo mio desde el quinto 
grado. Aqui tenemos a Janitza Aviles, tremenda 
bailadora, que es maestra en Puerto Rico. Tambien, los 
Emmanuelli pasaron por la Escuela. Tambien, Gerry 
Ferrao es otro. el vino con interes. Y ahora sigue por 
ahi haciendo milsica. El vino con deseos de tocar y yo lo 
puse a bailar primero, aprendes eso, le dije, que lo otro 
viene por ahi. Y asi fue. 

Yo tengo fe en la juventud. Ya en Puerto Rico 
la bomba se ha metido en los clubs. En el Viejo San Juan 
se toca bomba cada domingo. La juventud tiene un 
genuino interes en estas tradiciones. Si el discipulo 
supera al maestro, eso no es problema, porque significa 
que fui bien maestro. Ojala que la juventud sigue 
adquiriendo estos conocimientos. Yo Ilegue a conocerlos 
directamente. Los vivi. Lo que queda ahora es 
explicarselos y con calma. 

Toda la vida es una escuela. Y la juventud es 
buena. En tiempos de antes las cosas eran mas cerradas. 
Los de antes no daban espacio a la creatividad. Todo 
tenia que ser a su manera. Ahora les digo a los jovenes, 
invito la creatividad. Pero primero vamos a lo basic°, al 
fundamento. Primero eso y despues vamos a lo creativo. 
Para mi es bonito porque yo siempre aprendo algo con la 
juventud. Ellos vienen a aprender, pero yo aprendo 
tambien. 

7 
libre. En el patio. Despues en la Calle UniOn. Y ahora 
tenemos la esperanza de it mas alla. 
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,Que es la direcciem de la Escuela de Bomba y Plena 
para gente que quieran enviar donaciones? 

Si aceptamos contribuciones que se pueden enviar a la 
Escuelita en el P.O. Box 7625, San Juan, Puerto Rico 
00916 

,Que mensaje les da a los boricuas ausentes? 

Los exorto que se comuniquen con nosotros. Que sepan 
que la bomba y la plena sigue vigente aqui. Que la 
escuela nuestra esta a su disponibilidad. A traves de la 
bomba y la plena, a veces los boricuausentes son mas 
bravos que los de la isla. Eso lo ha visto yo mismo 
cuando voy para alla. Pero encima de todo, les digo que 
lo nuestro tiene que ser lo primero. Despues que venga 
lo otro. 

Modesto Cepeda and the Rafael Cepeda 
Atiles School of Bomba & Plena: 25 Years in 
the Making 

With the release of a compilation CD entitled 
Anthology, Modesto Cepeda the popular folklorist, 
composer, musician and instructor, celebrates his 25 th 

 anniversary of dedicating his music to the creation of an 
institution in Santurce, the Rafael Cepeda Atiles School 
of Bomba & Plena (the Escuelita). As Director of the 
school, Mr. Cepeda has had the good fortune of realizing 
a dream he holds dear since he initiated plena workshops 
in Carolina in 1973. Throughout its history the school 
has been led by Mr. Cepeda, who directs the musical 
content, his daughter Gladys Cepeda, who directs the 
choreography and his late wife, Enriqueta Culta de 
Cepeda, known as Doria Ketty who designed and made 
all the costumes for the students. Dona Ketty was an 
integral part of Modesto's dream and upon her death in 
1999 the local papers commemorated the loss of this 
"embassador of Afro-Puerto Rican culture." 

The Escuelita has always had a youth-centered 
focus. And deliberately so, for Modesto was expert at 
motivating the youth of the Island given his career as an 
elementary school teacher and a master in bomba & 
plena music. But Modesto Cepeda had other designs for 
he recognized the link between creating a new generation 
adept in our drumming traditions and the pull this would 
have on the Island's popular musicians. He recognized 
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as much in this excerpt from a 1998 interview published 
in Claridad:  -The Escuelita has a strong interest in 
working with children. But we will work with anyone 
who has a genuine interest in our music, be it in dance or 
in percussion. It would be fine indeed if the hottest 
groups in music today would finally discover the richness 
of these rhythms. A musician cannot be considered 
whole unless the musician is skilled in the musical 
foundations of his or her own country. That's actually 
the point of departure for all musicians." 

In December 2000 we caught up with the 
master, Modesto Cepeda, and talked to him about the 
legacy of his school and of his unselfish dedication of the 
proceeds of his recordings to the construction and 
maintenance of the Escuelita. Below we list a summary 
of this interview: 

-The Escuelita is a dream come true for me. It began 
actually from the makings of tragedy, my father's ill 
health in 1973. He was in bad shape and could hardly 
walk and I had returned from living in New York. I saw 
him and thought of what would happen to his legacy, 
what would happen to our traditions, if he were to pass. 
So I began the idea of developing a school. It began with 
workshops in Carolina around 1973. At time I was hired 
as an elementary school teacher and subsequently began 
to work with all the Head Start programs in the San Juan 
area. This was the perfect setting for me. It was a feast. 
Because I was able to combine my career in education 
with my passion for our music. We began with plena 
and after a while I took the first group called PACEN, to 
Don Rafael and he was impressed with their skill. 

Truth is I consulted my father on everything. 
And the Escuelita was no exception. I had to get his 
input because I wanted from day one to name the school 
after him. He was very supportive, very positive and he 
even told me "who better than you can run such a school." 

It's my understanding that the Escuelita was the 
first of its kind. It many ways it broke the mold. When I 
was raised it was the major families within the bomba & 
plena traditions that were the "schools" in effect for every 
member of these families. Unless you were related, or a 
close friend of the family's, you wouldn't dare play the 
primo drum, for example. This was especially true in 
bomba than in plena, because the former was more 
inaccessible to the general public. When I went with my 
father, Don Rafael, to these gatherings he would often sit 
me down to watch and learn. -Pay close attention to the 
real players. To the ones who grew up in this tradition," 
he would say. And, of course, I did. When he allowed 
me to play, it was done with his blessing and it was 
accepted by everyone. 
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Today the people who come to the Escuelita are 

wonderful. Hundreds have gone through the school, and 
on occasion we get foreigners as well. They come with 
new, creative ideas. I encourage that. It was something 
that I know was not encouraged when I grew up because 
the elders taught us in certain ways. Those ways worked. 
But I encourage our youth's creativtity and allow it to 
grow as long as they first learn the basics, the foundation 
of bomba & plena. I have a lot of faith in the youth of 
Puerto Rico. They are ready to defend these traditions. 
And bomba is making inroads in places where we never 
thought possible. In Puerto Rico today, bomba is 
performed live in clubs; in Old San Juan it's performed 
every Sunday. That is because today's youth has a 
genuine interest in these expressions. And as I teach 
them the foundation, I learn from them as well. All of 
life is a school, you know. 

So I exhort all Puerto Ricans, especially the 
Puerto Rican community outside of the Island to stay in 
touch with our Escuelita. It is here to serve you and it is 
proof that bomba & plena are alive and kicking in Puerto 
Rico. Puerto Ricans in the U.S. know that directly, 
because their energy and loyalty to these traditions is as 
strong, and at times stronger, than that on the Island. I 
know that first-hand. But I say to all of us, above 
everything else, what's rightfully ours has to be the 
priority. After that let everything else come." 

Donations to the Escuela de Bombay Plena Rafael 
Cepeda Atiles can be mailed to P.O. Box 7625, San Juan, 
Puerto Rico 00916. 

PERFILES DEL RINCON CRIOLLO: 

NORMA CRUZ 
Continuamos en esta edici6n las resefias de la 

obras artisticas de los integrantes principales del Rincon 
Criollo, la mecca de la bomba y la plena en Nueva York. 
Y en Norma Cruz tenemos tremendo ejemplo de la mujer 
boricua en acci6n. Recientemente eligida como 
presidente de la nueva junta de directores del Centro 
Cultural Rim& Criollo, Inc., Norma tiene un largo 
historial de compromiso, trabajo y liderazgo en cuanto la 
bomba y la plena de nuestra querida Isla. Compartir con 
Norma Cruz es conocer alegria, es conocer una energia 
contagiosa que alumbra cualquier escenario. Y por eso la 
presentamos a los que no la conocen. 

Naci en Rio Piedras, Barrio El Monte, y a los 12 anos 
Llegue a Guaynabo. Mis padres son Ambrosio Cruz y 
Maria Abreu. 

Papi era mas fanatico que music() porque trato de tocar 
mil instrumentos pero no funcionaba (riendose). Todo 
era con el fui, fui, fui como decia mami. El practiba 
siempre pero no sacaba na'. Pero mi papa conocia a 
muchos mitsicos y uno de ellos, el Sr. Melao Melao hacia 
poesia negroide y me invite) a bailar con su grupo en una 
presentaci6n en television, el show Tribunal del Arte. 
Esa fue mi primera experiencia bailando fuera de casa. 
Era haciendo poesia negroide y yo bailando al compas de 
los tambores. 

Llegue a Nueva York, al Bronx, a los 23 aftos. Vine para 
un afto y no regrese. Al principio el idioma me hizo todo 
dificil, cambie de carrera despues de matricularme en 
Hostos Community College, primero, y despues en 
Boricua College donde termine especializando en 
servicios humanos. 

Eso de bailar bomba y 
plena para mi no fue parte 
de una instruccien de una 
persona en particular. Yo 
diria que era que salio de 
mi. En Boricua College 
celebramos la semana de la 
herencia puertorriquefia y a 
mi me dio con ofrecer algo 
que representara a Puerto 
Rico. Era miembro del 
gobierno estudiantil en esos 
entonces. Anunciamos que 
estabamos solicitando a 

personas para bailar bomba y plena. Llegaron 23 
estudiantes y yo tuve que empezar la instruccion. Nos 
llamamos Taller Boricua y presentamos a un baquine y 
un carnaval. Llegamos a presentarnos en la fiesta de 
Loiza Aldea y ahi, Maneco del festival, me presento a 
Rafi Santana, director del grupo Uni6n Boricua. 

Con Uni6n Boricua me uni para bailar y para hacer coro. 
Fue ahi donde empece a tocar pandereta porque resulta 
que para una fiesta navidena, uno de los mitsicos no Ile& 
y me pidieron que ayudara. Asi empece. Pero en si, fue 
el hijo de Chema, Chemita, q.e.p.d., quien tome el 
tiempo y me enseno a tocar plena. 

Llegue a tocar con Miguel Sierra y su grupo, Conjunto 
Cimarron, donde lo pasamos bien. 
A mi me gusta estar con todo el mundo. 

Tambien para ese tiempo empece un grupo de niftas. Lo 
flame Grupo Guajana, porque guajana quiere decir flor 
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de catia en el idioma de los tainos. El grupo tenia como 
doce nifias y ese surgi6 del Rincon Criollo en 
conversaciones con el vecino, Johnny Colon. De un dia 
at otro mi hija identifico a un grupo de ninas 
rapidamente. En lo que preparamos Rincon Criollo, las 
practicas eran en mi casa. Y unos de mas grandes logros 
fue pasar una prueba de presentaciones en un teatro en 
Manhattan para una actividad grande de los Boy Scouts. 
La prueba era importante y todas estabamos listas pero 
resulta que los tamboreros no llegaron. Tuve que hacer 
el primer numero, una plena, con solamente yo tocando 
el bajo. El segundo numero lo hicimos acapella, era una 
bomba, Juan Jose. Y que alegria cuando llego la carta 
indicando que nos acceptaron. El Grupo Guajana me dio 
mucha experiencia. Nunce pense que pude hacerlo. Y 
esas nina me llenan de orgullo, algunas ganaron reinados 
de belleza para desfiles en el Bronx y de vez en cuando 
me piden consejo para una que otra presentacion. 

En el Rincon Criollo tambien empezamos un grupo de 
mujeres, Somos Quien Somos. Eran las 6 or 7 pleneras 
que siempre estaban en el Rincon. Algo bien espontaneo. 
Y bregamos bien. Somos quizas mas tranquila que los 
hombres, pero si tenemos que tirarle algo bravo, la 
tiramos igual que ellos. 

El vestuario es algo que yo misma hago. Siempre 
confecciono los trajes mios. Hasta cosidos a mano si es 
necesario, y hasta usando sabanas blancas, lo que sea. 
Aprendi a coser en las clases de ama de casa en las 
escuelas de Puerto Rico. 

Mi asociaci6n con Rincon Criollo tiene mas de 20 aflos. 
Por medio de Rafi Santana Ilegue a conocer la gente del 
Rincon. Sabes que aunque vivia cerca no me habia 
enterado de todo esto. Al entrar y de ahi en adelante, 
encontre una familia, y me trataron como tal. Llegaba 2 
o 3 veces a la semana, y despues me envolvi en las 
actividades de La Casita. Jose Rivera quien era 
presidente del Rincon por un tiempo fue bien importante 
para mi. Todavia guardo una carta que me envio donde 
deposite toda su confianza en mi para bregar con los 
asuntos formales del Rincon hasta que el pudo regresar. 
Desde ese momento empece a conocer el papeleo del 
Rincon, a mantener nuestras relaciones con el programa 
Green Thumb, que se dedicaba en crear jardines en la 
ciudad. Todo eso me preparo y me llen6 de experiencias 
claves 

Juan: Imaginate en un baile de bomba esperando to 
turno para piquetear, za quien imaginas en el subidor? 

quien prefieres? 
Norma: No tengo nombres, ni appelllidos. Si algunos  
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me encienden, y algunas veces me llegan. Pero a mi me 
gusta llegar a oir los tambores. Algo me dice en mi, 
espera, escucha, observa. Porque me gusta disfrutar 
tambien. No tengo que bailar todas las veces. Soy 
bailarina porque me gusta, no porque tengo que 
demostrar que bailo todas las veces. Algunas veces son 
los tamboreros que me llegan, algunas veces son los 
cantantes que me elevan. Igual con la plena. Mi fold& 
es mi fold& y lo disfruto como sea, aunque mal cantado. 

Juan: zQue yes en el horizonte? j,Estamos preparado 
para lo que viene? 
Norma: Para los folcloristas, si nos unimos podemos 
llevar nuestra bandera, nuestro folclor, nuestro orgullo, y 
podemos Ilegar a donde queremos. Nosotros somos los 
responsables. En cuanto a nuestra juventud, he visto en 
los ultimos tres anos, que muchos tienen interes. A 
nosotros nos toca ayuardarlos, a pulirlos. Y juntos, no 
hay nada que nos pare. 

PROFILES FROM RINCoN 
CRIOLLO: NORMA CRUZ 
In our second installment of the profiles from Rincon 
Criollo in the Bronx, we present to our readers the chair 
of the new board of directors of the Centro Cultual 
Rincon Criollo, Inc. A cultural activist, teacher and 
performer for many years, Norma shares with us some of 
the experiences that have led her to a life of commitment, 
action and leadership in the world of bomba & plena. 

My parents are Ambrosio Cruz and Maria Abreu and I 
was born in Rio Piedras, Puerto Rico in the barrio El 
Monte. My father was more of a fan, a great fan of 
music, than he was a musician. Because try as he might 
with dozens of instruments he just couldn't get it. But he 
knew many musicians and performers, one of whom, Mr. 
Melao Melao got me my first dance performance in 
public. It was on television no less and I was five years 
old, on the show Tribunal del Arte. 

In the Bronx I arrived to stay for one year and never 
returned to Borinquen. The language barrier was very 
hard for me and forced me to change careers from a 
governmental clerk to human resources. But in New 
York I continued my love for this music as I was able to 
convince 23 college students to learn to dance bomba & 
plena at Boricua College. We performed a baquine and a 
song for carnaval and called ourselves TALLER 
BORICUA. With this group I learned a lot about 
instruction of this folklore, and I eventually was 
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introduced to Rafi Santana who had a group UNION 
BORICUA. It was there that I danced and sang and 
eventually got my first opportunity to play plena. But my 
first real teacher was Chemita, the son of Chema (Jose 
Soto), who passed away years ago. Eventually I played 
with CONJUNTO CIMARRON with Miguel Sierra and 
with LOS INSTANTANEOS DE LA PLENA. 

Around this time I dedicated myself to a group of young 
girls who danced bomba & plena and came out of Rincon 
Criollo. I named the group GRUPO GUAJANA, the 
word guajana reflects the Taino influence in Puerto Rico. 
I am very proud of these girls, many of whom went on to 
perform and compete in Puerto Rican parades. 

My association with RincOn Criollo goes back 20 years. I 
met a new family here and they treated me in that way. I 
would come 2 or 3 times a week at first until I started 
volunteering for the activities that we celebrate here. 
Jose Rivera, one of the leaders of the Rincon, was 
instrumental in my exposure to the administrative side of 
this organization. He has faith that I could do it and it 
lead to my developing new skills and in nurturing our 
relationship with the Green Thumb, a program dedicated 
with preserving community gardens in the city. But it 
was also at Rincon Criollo where I was part of a female 
plena group, SOMOS QUIEN SOMOS. 

[Norma was asked about who she preferred to dance 
bomba to, in the ideal bomba dance and about the future 
of our music.] Specific names don't come to mind. Sure, 
some drummers get to me more than others but I can also 
be taken away by singers, in bomba or in plena. Many 
times I approach the drums to just listen. Something in 
me tells me to halt, listen, observe. You see I'm a dancer 
because I love it; I'm not a dancer because I always want 
the spotlight. 
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Borinquen, traditions that feature the beautiful string 
music of meisica jibara and that speak to Christianity as 
well as the secular events of the holidays. The 
compositions are executed masterfully by LOS 
HERMANOS VILLANUEVA, who appeared in the first 
recording by LOS RELAMPAGOS. Of the 14 tunes on 
the CD, two are excellent poems in the Puerto Rican 
tradition of declamadores by Elsa Costoso and Pablo 
Luis Rivera, and four numbers are bombas and plenas. 
Oh Maria is a plena that credited to the songbook of 
Rafael Cepeda and is classic combination of panderos, 
cuatro y guitarra in a song that celebrates the birth of 
Christ. Another plena, Llevan A Jesus does not list a 
composer but is interpreted with sentimiento by Gerardo 
Ferrao and in contrast, speaks to Christ's death. 
Perdoname is a romantic tune set to bomba siva and 
interpreted by Gerardo and Lillian Marrero. Finally, 
Vengan Pastores is a bomba that shifts between standard 
sica to a slow-tempo holandes in seamless fashion. 
Written and interpreted by Gerardo Ferrao the bomba is 
another testament to the birth of Christ and features Jesils 
Cepeda and Ferrao on the buleadores. Another tune 
worth mentioning is the moving seis called El Jugete 
Robado composed by Angel Luis Garcia — it's a great 
story set to perfection by the guitars and cuatro of Puerto 
Rico. LOS RELAMPAGOS DE LA PLENA have shown 
us from day one that categorization of their product is 
never easy. This recording tilts more to one side, but 
deserves more than just playing time during the holidays. 

Other tunes include: Nuestras Tradiciones; Este Ailo 
Voy Pa'lla; Snell° Boricua; Por El Afio Nuevo; Que 
Parranda (poema); Donde Me Coja La Noche; Nuestro 
Redentor; Hasta Que Amanezca El Dia (poema); 
Elegia De Reyes. 

Antologia 

Modesto Cepeda y Su 
OrquestaF 

Fundacion Modesto 
Cepeda Brenes, Inc. 

787.728.1096 

Esto Si Es Navidad 
Los Relampagos de la 
Plena y 
Los Hermanos 
Villanueva 

Produccidn: Gerrdo 
Ferrao Rivera 
787.767.1454 

The second release by LOS RELAMPAGOS DE LA 
PLENA is grounded in the Christmas traditions of 

This is a special compilation CD that covers the best 
three separate recordings by Modesto Cepeda, Encuentro 
de Bombay Plena Al Acetato; Raices de Bombay Plena; 
and Legado de Bombay Plena. But this recording stands 
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on its own as a wonderful compilation which includes the 
excellent numbers Juventud Boricua (Bomba Sica), 
Apoya Lo Nuestro (Bomba Sica) and Virgen de la 
Macarena (Plena). Modesto does the lead vocals on all 
the songs and shares the mike with the legendary Andy 
Montafiez on Prendi6 Candela (Bomba Melao). Each 
number is composed by Modesto Cepeda except for Jesus 
Mi Sefior (Bomba Siva / Yuba), the only previously 
unrecorded number on the CD which combines Bomba 
rhythms to Christian themes. 1 recorded it because they 
are a number of Christian songs that are popular now and 
I wanted to show that Bomba can adapt itself to these 
themes as well, -  notes Modesto. 

Other tunes include Donde Estan Los Boricuas 
(Plena); Pleneros de Nueva York (Plena); Bailen Mi 
Bomba (Bomba Sica); Sabor A Mi Tierra (Plena); 
Flores A Don Rafael (Plena); Homenaje a Rafael y 
Caridad (Bomba Siva); Bello Puerto Rico (Plena); 
Encuentro (Bomba Sica); Marcial Reyes (Plena). 

GRUPOS DE BOMBA y PLENA 
LTienes un grupo de Bomba y Plena? Dejanos saber para 
incluirlos en esta seccion. Jfyou know of a Bomba and 
Plena group let us know. We'll include them in our next 
issue. 

Los Pleneros de la 21, NYC, Juan Gutierrez, 
212.427.5221 
Arena de Playa, Bronx, NY, Miguel Sierra, 
718.590.9328 
Plena Dulce, Newark, NJ, Lillian Garcia, 973.645.2690 
Los Pleneros del Batey, Philadelphia, PA, Joaquin 
Rivera, 215.456.3014, ext. 42 
Ballet Folkloric° de Celia Ayala, Boston, MA, Celia 
Ayala, 89 Shirley St.#3, Boston, MA 02119 
Los Pleneros del Coco, Worcester, MA, Miguel 
Almestica, 508.792.5417 
Proyecto La Plena, Minneapolis, MN, Ricardo Gomez, 
612.728.0567 
Folkloric° Bohio (F.L.E.C.H.A.S.), New Haven, CT, 
Menen Osorio, 203.562.4488 
Amigos de la Plena, NYC, Jose y Ramon Rivera do 
Aurora Communications, 212.410.2999 
Viento de Agua, NYC, Hector Matos, 917.885.9017, 
212.740.8991 
Los Pleneros del Quinto Sono, NYC, Enrique Diaz, 
212.260.5879 
Jorge Arce y Humano, Jamaica Plains, MA, Jorge Arce, 
617.524.6338 
Cultura con Clase, Brooklyn, NY, Angelica Jimenez, 
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718.443.8689 
Grupo Yuba, Chicago, IL, Eli Samuel Rodriguez, do 
Centro Cultural Ruiz Belvis, 773.235.3988 
Son de Plena, Trenton, NJ, Luis Ortiz, 609.584.1644 
Yoruba 2, Warwick, RI, Lydia Perez, 401.737.0751 
Taller Cocobale, Chicago, IL, Tito Rodriguez, 
312.902.9609 (beeper) 
TamBoricua, Atlanta, GA, Benjamin Torres, 
404.609.9942, web site: 
www.elporro.com/Tamboricua.htm  
Ballet Folclorico de Bomba y Plena Lanz& Orlando, 
FL, Miguel Lanz6, 407.855.0732 
Puerto Rican Folkloric Dance, Austin, TX, Ana Maria 
Maynard, 512.251.8122, web site: www.prfdance.org  
Los Pleneros de la 24, San Francisco, CA, Hector Lugo, 
510.594.4335 
Orgullo Boricua, San Diego, CA, Viny Torres, 
619.697.8496 
Ballet Folkloric° Boriken, San Antonio, TX, Olga 
Custodio, 26 Granburg Circle, San Antonio, TX 78218 
Los Criollos de la Plena, Bronx, NY, Julio Colon, 
718.328.9231 
Orgullo Taino, Queens, NY, Gladys Rodriguez, 
718.521.0051 
Yerbabuena, New York, NY, Carlos Torres, 
areito@rocketmail.com , La Dorm Productions, 
646.345.3656 
Milagro Bailadores, Portland, OR, Rebecca Martinez, 
503.236.7253, www.milagro.org  
Los Instantineos de la Plena del Rincon Criollo, 
Bronx, NY, Norma Cruz, 288 East 151st Street, #1, 
Bronx, NY 10451 
BorinPlena, Miami, FL, Efrain Tones, 786.489.4212 
Los Bomberos de Brooklyn, Brooklyn, NY, Awilda 
Sterling & Hal Barton, 718.488.1163 
Segunda Quimbamba, Jersey City, NJ, Juan Cartagena, 
201.420.6332, web site: www.ricopositive.com  

Giiiro y Maraca is dedicated to the preservation of 
Bomba & Plena music from Puerto Rico. It is issued four 
times per year and is a publication of the Segunda 
Quimbamba Folkloric 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. 
Giiiro y Maraca se dedica a la preservacion de la mUsica 
de Bomba y Plena de Puerto Rico. Se publica cuatro 
veces al afio por el Centro Folclorico Segunda 
Quimbamba. La subscripcion es $15 por afio. 

Juan Cartagena, Editor, Writer 
Rafael Torres, Design & Layout 
Photo/design, P.1 left. "Tito" by Rafael Torres 
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