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declamador y artesano de Santa Isabel, un baile de
bomba por el conocido bailador Manuel Cardona
hecho en zancos, y el homenaje al camaval lleno
con los vejigantes que acompaiian las procesiones
en honor a Santiago Apostol.

Este servidor viajo desde New Jersey por mas de
dos horas para disfrutar el Ballet Folklorico
Hermanos Ayala. Allise disfrut6 de la artesania de

Rail Ayala y las mascaras de vejigantes y del &85

arte del conocido pintor, Samuel Lind, vecino
y pana de los Ayala. La ocasion era especial
porque esta familia de boricuas, juntos a
sus colegas en la musica, son unos de los
mas importantes representantes de la
bomba puertorriqueiia en toda la historia
de estas tradiciones puertorriquefias.
Este afio el Ballet Folklorico Hermanos
Ayala cumple 40 afios de servicio y
compromiso a lo mejor de la isla. Es@4
algo histdrico, y es algo para celebrar.
Por eso dedicamos esta edicion de Giliro
y Maraca a los Ayala de Loiza.
Incorporamos entrevistas que conduci-
mos con Marcos Ayala y Raul Ayala en
conmemoracién de su primer grabacion
“Bomba de Loiza.”

Loiza, Puerto Rico

Loiza es un municipio pequefio ubicado en la costa
nortefia de la isla entre San Juan y Fajardo que llego
ser incorporado por el municipio de Rio Grande y
después, Canovanas pero que al fin logrd establecer
su propio gobierno municipal. Algunos cronistas
han identificado el origen del nombre Loiza a una
cacica taina que dominaba esa region de la isla, lla-
mada Loiza o Yuisa. A llegar los conquistadores
Loiza fue un lugar importante por tener oro en las
riberas del Rio Grande de Loiza causando la elimi-
nacion de los Tainos por los Espaiioles. Al agotar el
oro los Espafioles construyeron centrales azucareros
ya para 1540y 1579, lo cual result6 en la llegada de
esclavos afficanos.

Loiza también fue un refugio para
los cimarrones de otras islas antil-
lanas empezando con el caso de
cuatro cimarrones de San Kitts
que fueron descubiertos en Puerto
Rico en 1664. El gobemador,
Juan Pérez de Guzmén, le otorgd
asilo, solicitd su liberacion a la
monarca de Espafia y los ubicé en
Loiza. Estos negros libres, juntos
a los esclavos del pueblo,
ejercieron un papel importantisi-
mo en la defensa de Puerto Rico
que recibia ataques frecuentes por
medio de Loiza. El asilo otorgado
por Pérez de Guzman a todos los
cimarrones de islas vecinas fue
interpretado como un acto de
agresion contra la monarca de
Inglaterra y causo ofra series de
ataques que culminaron en la con-
quista de Vieques por los ingleses
por cinco afios. En Loiza sin
embargo, llegaron mas y mas

negros libres para quedarse y alli establecieron su
pueblo que mantuvo intacto su cardcter y su ais-
lamiento de otros pueblos cercanos. Hoydia el
municipio cuenta con mas de 35 mil habitantes.

Entre las tradiciones de la bomba puertorriqueiia,
Loiza goza de un estilo tnico caracterizado por la
manera de ejecutar sus tambores con rapidez y for-
taleza, el coqueteo de sus bailarines, y la manera
libre y abierta que tienen sus bailadores con los tam-
boreros. Hay ciertos acontecimientos histéricas y
que pueden explicar en parte esta idiosincrasia.

Primero es un pueblo negro en su gran mayoria y ha
sido asi por siglos. El conocido etnomusicologo,
Héctor Vega Drouet ha notado en los afios 1970s
que Loiza ha mantenido sus tradiciones africanas
por hecho de ser un pueblo compuesto 9%0% por

negros, un pueblo que tuvo un central azucarero por
siglos, y un pueblo que goza de unas familias esta-
bles y concientes de la preservacion de sus tradi-
ciones. En esta década Loiza fue uno de los pocos
pueblos que se atrevi6 a reafirmar su negrura en el
ultimo censo oficial de los federales. Mas de 70 %
de los residentes de Loiza no se identificaron como
blancos (y casi 60% se identificaron como comple-
tamente negro; Maunabo ocupa segundo lugar con
una taza de 25% negro). Al contrario solo ocho
porciento de todos que contestaron el censo
federal en Puerto Rico se identificaron como
negros en el afio 2000. La profesora
Palmira Rios comenté que en terminos
raciales, jPuerto Rico cree que es mas
blanco que Suiza!

Segundo, el pueblo de Loiza ha sido ais-
lado en gran parte por su ubicacion en la
costa noreste, fuera del alcance de la ruta
principal que va desde la capital hasta
& Fajardo. En el siglo 19 el gobiemo con-
(Y struy6 una carretera principal que nunca
llegé a Loiza y que por resultado, Loiza
pudo mantener sus tradiciones intactas.
Una de las tradiciones significantes en
Loiza es la Fiesta de Santiago Apdstol cele-
brada cada afio en julio.

Tercero, y por causa de las razones anteriores,
Loiza ha mantenido una tradicion de bomba con
ciertas idiosincrasias definidas, las cuales catego-
rizan a la bomba loicefia como suya y de nadie mas.
Esta tradicion de tambores se manifiesta en el festi-
val mas conocido en Loiza, la Fiesta de Santiago
Apbstol.

La Fiesta de Santiago Apostol

Las fiestas patronales en Puerto Rico tienen una
larga y rica historia que se ubica en las tradiciones
catdlicas que trajeron los Espafioles y se encuentran
en cada pueblo de la isla, cada una con su propio
santo. En Loiza el santo escogido por los irlandeses
que administraban el central era San Patricioy en su
honor se celebraban fiestas patronales. Segin Vega
Drouet los residentes de Loiza no se conformaron
con esta seleccion y en vez
escogieron a Santiago
Apostol para recibir sus
alabanzas. Por mucho
tiempo, y hasta el dia de
hoy, hay tres imagenes de
Santiago Apéstol que se
utilizan en las procesiones:
uno para los nifios, uno
para las mujeres y otro
para los hombres. Cada
imagen del santo es obse-
quiada con su propio des-
file durante diferentes dias
en la Fiesta. La imagen
asociada con los nifios es
la que tiene la mayor
aceptacion en el pueblo y
representa la Fiesta en si.
Esta imagen tiene una
leyenda que la ubica en
una aparicion en un arbol
de corcho en el lugar Las
Carreras donde fue encon-
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“When you say bomba from Puerto Rico, you have
to talk of Loiza. And when you speak of Loiza, you
have to speak of Los Ayalas!” The enormous loud-
speakers bellowed this truism repeatedly forcing it
to cascade over Interstate 95 in New Haven,
Connecticut. “Bomba is Loiza and Loiza is Los
Ayalas!” The build up by the festival’s MCs was
working as more and more Puerto Ricans and
Latinos drove off the highway to the grassy knoll by
the river’s edge. The scene was New Haven's
annual Puerto Rican festival called FL.E.C.H.A.S.
held in honor of the patron saint of Loiza, the
Spanish saint known as Santiago Apostol. This is
New England, Yankee country, but on that day in
July Puerto Ricans took over, many of them migrat-
ing from Loiza to Connecticut
and Massachusetts. The MCs
implored the crowd to stay for
the closing act from Loiza but
it was unnecessary since
everyone was prepared to stay
till the end. In the meantime
an act of four young Latinos
gyrated to the music of
merengue in sync and lip
synched with lots of energy.
And before that the surviving
brother of salsa star Frankie
Ruiz pleased the crowd with a
crass exploitation of his broth-
er’s career. Frankie Ruiz has a
popularity that goes well
beyond his limited talent. His
brother has less but he’s no
fool and can play the crowd.
No problem.  Everyone
enjoyed the sun and the music
and waited unti] the last act.
And they weren’t disappoint-
ed because direct from Loiza
the drums of Ballet Folklorico
Hermanos Ayala complete with dancers, poets, veji -
gantes and a dancer on stilts lit up the night sky.

The Ballet Folklorico Hermanos Ayala must be seen
live. They fill your senses with beautiful women
who dance with soul on bare feet; with four bomba
drums played at breakneck speed; with the bright
colors of Loiza in costume and skin shades; and
with a full complement of 16 performers. On this
night the performance included their classics El
Conde, Mi Sombrero de Yare,Rulé Sonda,
Meliton Tombé, and Orile Agua Tilé. The crowd
was treated to the poetry of Carlos Cruz Cruz, an
artist and craftsman in his own right, and a demon-
stration of bomba dancing on stilts by Manuel
Cardona, a featured bomba dancer on the recent
Banco Popular video. There was also a full com-
plement of vejigantes in a closing tribute to the car-
naval that accompanies the processions during the
patron saint festival of Loiza.

It took a couple of hours of road time to get from
New Jersey to New Haven in order to witness the
Ballet Folklorico Hermanos Ayala. And it was
worth it. Raul Ayala displayed his elaborate veji-
gante masks at a crafts stand. Each of the masks is
made in the famous Loiza style with colorful homs

atop a coconut shell mask all in bright colors.
Alongside the masks was the attractive art of
Samuel Lind, his neighbor in Loiza and a respected
artist in his own right whose posters, works in oil,
and album cover art is in great demand. This was
clearly a special event because the Ayala family is
one of the most important exponents of the bomba
traditions of Puerto Rico. This year marks their 40th
anniversary. It is a legacy of service, joy and com-
mitment to the arts of Puerto Rico. To commemo-
rate this accomplishment we dedicate this issue to
the Ayalas of Loiza and we incorporate our inter-
view of two of their leading figures, Marcos Ayala
and Raul Ayala, on the occasion of their first record-
ing release.

Loiza, Puerto Rico

Loiza is a small town on the northemn coast of Puerto
Rico east of San Juan and west of Fajardo. At vari-
ous points in time is was an incorporated neighbor-
hood of Rio Grande and then, Canovanas but it
eventually was recognized as its own municipality.
The name Loiza is derived from a female Taina
leader (cacica) name called Loiza or Yuisa. At the
time of the Spanish invasion, Loiza was a magnet
for the conquistadors who eliminated the Tainos in
route to the banks of the Loiza River which con-
tained gold. After the gold was robbed the town
became the site of sugar plantations and hence the
influx of African slaves. These plantations date
back to 1540 and 1579.

Loiza also became a haven for freed blacks dating
back to 1664 when four slaves from St. Kitts arrived
in Puerto Rico in an apparent escape. Governor
Juan Pérez de Guzman granted these slaves asylum
in Puerto Rico, asked permission of the King of
Spain to declare them free and eventually had them
settle in Loiza. These freed blacks along with other
slaves became the core of the defense of Puerto Rico
as it was constantly under siege from other coun-
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By Juan Cartagena

tries. The fact that Puerto Rico was prepared to
grant asylum to runaway slaves became a source of
further tension between Spain and England, which
considered the policy an act of aggression. In time
more and more freed blacks came to Loiza and pre-
served its character, independence and isolation
from neighboring towns. Today, Loiza has about 35
thousand residents.

Within the storied traditions of bomba Loiza stands
apart with distinct features that include the
endurance and speed of its drumming patterns, the
flirtatious movements of its female dancers, and the
informal freestyle dynamics between dancer and
drummer. Much of these distinguishing character-
istics can be attributed to a few historical facts.

First, Loiza is racially distinct
from virtually any other town in
the island — it is majority, over-
whelmingly, black and has been
so for centuries. Héctor Vega
Drouet, a noted ethnomusicolo-
gist, commented in the 70s that
Loiza has maintained its A frican
traditions because it is distinctly
black, over 90%, it was the site
of a major sugar plantation for
centuries, and because it enjoys
the benefits of stable families
that are conscientious of their
unique traditions. In this decade
Loiza represents one of the few
towns in Puerto Rico that reaf-
firmed its blackness through the
racial self-reporting features of
the U.S. census. More than —
70% of the town does not iden-
tify itself as white (and nearly
60% identify themselves as
completely black, the runner up
on the island is Maunabo 25%
black). On the other hand only 8% of the entire
island identified itself as black making Puerto Rico,
in the words of Professor Palmira Rios, more white
that even Switzerland!

Second, its physical location on the island, tucked
away on the northern coast beyond the reach of the
main road to Fajardo to the east, isolates the town. It
has been noted that the government s decision in the
19th century to construct a main road going east to
west, bypassed Loiza and resulted in its ability to
maintain certain cultural traits intact. Among these
is the tradition of the Feast of Santiago Apostél, a
festiv;l unique to Loiza, that is celebrated annually
in July.

Finally, it has been able to maintain a special tradi-
tion in bomba that is unique, dynamic and engaging
in the ways described above. Its drumming tradition
is also prevalent in Loiza’s most famous festival:
the Feast of Santiago Apdstol.

The Feast of Santiago Apostol
The celebration of fiestas patronales, or patron saint

feasts, in Puerto Rico goes back centuries. With its
Christian influence from Spain, Puerto Rico main-

Continued on next page
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tained these practices at a very local level with each
town adopting a saint. In Loiza the patron saint was
Saint Patrick due in large part to Irish administrators
that worked the plantation and created the mecha-
nisms to honor St. Patrick in an annual feast. Vega
Drouet has noted, however, that the town s working
residents were not very enthusiastic with the Irish
choice and instead sponsored the festival of
Santiago Apostol. To this day there are three images
of Santiago Apostol in use during the annual festiv-
ities — one associated with the children of the town,
one for the men and one for the women. Each
image is honored by a procession held on different
days during the Feast. The saint associated with the
children is now the accepted image of the entire
Feast. It is said to have appeared in the crevice of a
cork tree in an alley called Las Carreras and was
found by Juan Allende. The image is of a saint with
a mustache, a silver helmet, silver breast plate, red
cape, on horseback with a silver sword in his right
hand.

The image is that of Santiago Matamoros (i.e., mata
moras, or Moor slayer). Spanish legend has it that
that he appeared in battle in Spain to help King
Alfonso VIII's knights against the overwhelming
number of Moors. Thereafter the Spaniards have
always used the name Santiago as a rallying cry to
rally the troops. All in the name of Good vs. Evil;
Christianity vs. the Infidels. And we might add,
Europe vs. Africa. During the processions other
characters unique to this regional folklore appear to
accompany the multitudes. These include the
caballeros who represent the Spanish knights, the
locas who appear dressed as women, the vejigantes
who adom multi-colored masks and are well known
throughout the island and the vigias who are often
associated with the music that accompanies the pro-
cession.

The symbolism inherent in this Feast is both incon-
gruous and fascinating in its own right: a black town
in the New World celebrates a Spanish saint known
for killing Moors from Africa. Such anomalies are
not uncommon. And yet the symbolism may have
another layer of significance as this passage sum-
marizing the investigation of one of Puerto Rico’s
better-known cultural historians, Ricardo Alegria,
reveals: “The legend of Santiago Apostol comes to
Puerto Rico with the conquistadors and it lived in
the war cry of the Spaniards in their conquest of the
Indians in the New World, thus paralleling their war
cries in Spain against the Moors.

“The exact origins of the Feast of Santiago Apostol
in Loiza are not clear, yet the distinguishing features
of this icon — his association with war, with thunder
— made him a propitious choice for a town that
played a significant role in the island’s early econo-
my (first in mining then in agriculture), a town that
withstood repeated attacks by privateers and by
Indians of other tribes, and a town that is distinctly
black in population.

“What is clear is that the syncretism that occurs with
the encounter of religions from Spain and Aftica
was ripe in Loiza and it is seen with the myths asso-
ciated with this particular saint. The slave popula-
tion in Loiza, along with the numbers of freed
blacks, shared completely in the defense of the town
and of their families with the Spaniards. It is possi-

ble that the association of African deities with the
Spanish saint occurred at that time. Yoruba religion
exalts the gods of Ogiin and Shango, each of whom
is identified with strength, war, thunder, power and
courage. Indeed, Shango is often depicted as a war-
rior on horseback (as is Santiago Apostol).”
Fernando Ortiz, a Cuban historian, agrees with this
observation: ““Santiago is a mimetic representation
of the warrior god of the Afro-Caribbeans, the Ogiin
of the descendants of Yoruba and Dahomey, the
Zarabanda of the descendants of the Congo.”

Music was, and is, an integral part of the processions
during the Feast. It accompanies each of the major
processions; it was the role given to the vigjos who
accompanied the saint of Santiago Apostol; and in
recent years it was the centerpiece, in the form of
bomba, of the last day’s events also called, unoffi-
cially, the feast of Cafiandongo. For Castor Ayala,
patriarch of the Ayala family, the music was limited
for centuries to the bomba drum, the marimba and
the tumbandero — a double gourd string instrument.
And it was in front of the Ayala residence in
Mediania Baja that bomba was performed in honor
of the Feast of Santiago Apostol.

Ballet Folklorico Hermanos Ayala :
The Beginning

Marcos Ayala: My father is Castor Ayala and my
mother is Pastor Carrasquillo de Ayala. Their chil-
dren are, besides me, Celia, Raquel, Frederico,
Adela, Adelina, Rail and Rubén. My father sold
coconut shells and we would gather to play at his
counter and people would come to hear. I'would say
that the first member of our family that can be con-
sidered a performing artist is Celia because of her
beautiful voice which landed her an engagement on
the radio show of Quifidnez Vidal. In the 1950s it
seemed that bomba was in decline on the island.
My father was able to get some bomba drums from
a craftsman named Celestino. They were old and in
need of repair because they sat on the roof of the
house but he was able to clean them up with gaso-
line. That was our start in the neighborhood of
Martillo in Mediania Baja in Loiza which had its
own tradition of playing bomba for many years.

Raiil Ayala: The performances of Los Hermanos
Ayala have their roots in the beginning days of tele-
vision in Puerto Rico. I was only 12 years old but
television was in its infancy as well. One TV show,
“Show Time” on Channel 2 Telemundo, had a pro-
ducer, Milton Lehr, who was looking to broadcast a
performance of bomba. He came to Loiza to speak
to Don Castor Ayala in order to contract some per-
formers. At that time in Loiza there were no estab-
lished groups to speak of. But my father agreed to
pull something together. He got the bomba drum-
mers Pedro Parilla and Cecilio, the dancers Alberto
Cancafio and Digna and he added his children
Marcos, Celia, Raquel and me. Mr. Lehr loved the
audition and soon we were on the show.

Marcos: “Show Time” had well known artists at
the time including Rina de Toledo and Moramar,
who performed in black face. We performed the
dramatization of “El Conde De Loiza.” Afterwards
the public would request it wherever we went.
That’s how it spread through the island.

4

Raiil: When we started touring we called ourselves
“Los Bomberos de Loka.” But people didn’t know,
they thought we were firemen ready to put out fires.
Instead we were there to light things up. So we
came up with the name Ballet Folklorico Hermanos
Ayala. In time the older adults left the group and
others came. I'd say we had about 50 to 60 people
come through Los Hermaros Ayala.

Instruments & Costumes

Raul: We began with two barrel drums. Then we
added another to become one of the first to perform
with three barrel drums. Then we added a fourth
drum, again, the first to do so. We now perform
with four drums, two lead drums (quintos) and two
seguidores, Our first drums were cunya drums but
that was a hassle trying to tune them using heat and
such. So I started looking into drums with tuning
screws. In Villa Palmeras (Santurce) I approached
Don Ismael Timba, as he was known, and he took
one of our cunya drums and made the ones we
needed. From that moment he made all of our
drums. In Loiza bomba drums were often made of
barrels used for nails. These were never that sturdy.
When we needed skins we’d get them from Juan
Fuentes in Canovanas who was once a member and
dancer in our group as well.

The cua that we used also changed with time. First
it was played against the bomba drum, kneeling.
Then we took a small barrel with no head and used
it. Then we adapted a few pieces of bamboo as a
cua, each with a different pitch, and used it till today.

We play maraca differently than other bomba
groups: we use two at a time, instead of one. We've
never used a giifro when performing bomba and
I"ve never seen one used in Loiza.

As for the costumes there is no specific type. At first
the women would use white dresses. Men would
dance with or without shirts, but always with white
pants. Both the shirts on the men and the dresses
used today by our women are often bright flowered

patterns.
The Drumming in Loiza

(“In San Juan the sicd thythm is used often as it is
elsewhere. But outside of Loiza its played slower.
This allows the dancer to mark his steps deliberate-
ly. But in our bomba the rhythm is much faster and
the dancer needs more agility in his step, his hips, his
whole body.” This is Rail Ayala’s description of the
differences between the styles of bomba on the
island. The rhythms in Loiza are called seises de
bomba and are principally the seis corrido and the
COrVE.)

Rail: Bomba is a combination of dance, drum and
song. It is a dialogue between the dancer and the
drum. And everything is inter-related: the move-
ment of the hands, the feet and the relationship to the
beats on the lead drum. Everything is instantaneous.
It is a conversation in unison. As a lead drummer I
have to anticipate what the dancer will do and place
it within this dialogue. It's not always possible for
there are dancers who are just unpredictable. 1 know
the dancers of Las Hermanos Avala. But for other
dancers [ have to place them in the dialogue. There

Continued on page 6
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trado por Juan Allende. Esta imagen es de un santo con bigote, un casco, peto
y espada de plata, una capa roja, y estd montado en caballo.

La imagen es de Santiago Matamoros. Por leyenda este santo aparecio en batal-
la en Espafia para ayudar a los caballeros del rey Alfonso VIII contra la invasion
de los moros. Desde ese entonces el nombre Santiago se convirtié en el grito
de batalla para los Esparioles en sus conflictos entre bueno y malo, entre la cris-
tiandad y los paganos y, dirlamos nosotros, entre los europeos contra los
africanos. En las procesiones en Loiza la imagen de Santiago Apéstol es rodea-
do por otros personajes en disfraz que simbolizan los Caballeros del rey de
Espafia, las Locas que representan la mujeres atin cuando son hombres dis-
frazados de mujer, los Vejigantes representando los moros y los Viejos que se
asocian mas con la musica en la procesion.

El simbolismo en esta elaborada recreacion en Loiza es fascinante e incongru-
ente. Vale sefialar que un pueblo negro en el Nuevo Mundo tiene siglos de cel-
ebrar la imagen de un santo Espafiol cuya fama es matar los moros de Africa.
Y vale sefialar que no es el tinico lugar en Puerto Rico donde los simbolos
chocan con la realidad. En el resumen de un articulo del conocido investigador
Ricardo Alegria, a continuacion, podemos ver otro andlisis de lo que significa
estos simbolos en Loiza:

“El culto de Santiago Apostol llega a Puerto Rico con los conquistadores y sigu-
i0 siendo también el grito de guerra de los espafioles contra los indios, de la
misma manera que lo habia sido con los moros en Espaiia.

Aunque no se ha determinado el origen de las fiestas en honor a Santiago . . .
don Ricardo alega que dada la importancia econdmica (minera primero y agri-
cola después) que tuvo este pueblo en los primeros afios de la conquista, los con-
tinuos ataques por corsarios y otros indios caribefios y su poblacion mayoritari-
amente negra, fueron elementos propicios para que se afianzara el culto a este
santo, identificado siempre con la guerra y el trueno.

“Don Ricardo propone la tesis de un sincretismo religioso que se da precisa-
mente porque en Loiza prevalecen las condiciones antes descritas y que propi-
ciaron la devolucion al santo. Los esclavos africanos, asi como los negros libres
de la comarca compartieron con los espafioles la defensa del territorio y de sus
vidas. Es muy probable, que de ahi surgiera la identificacion de los dioses
africanos con el santo europeo. En lareligion yoruba Ogtin'y Shangé son dios-
es representativos de la fuerza, la guerra, el trueno, el poder y la valentia
Shangd es presentado en esculturas como un guerrero montado a caballo.”

Fermando Ortiz, historiador cubano, hace una observacion similar en decir que
"Santiago es la representacion mimética del dios guerrero de los afroantillanos,
el Ogiin de los yorubas y dahomeyanos, el Zarabanda de los congos."

Otro elemento indispensable de la Fiesta es la musica. Se usa para acompaiiar
cada de las procesiones mayores. Es la manera principal de expresion de los
Viejos en la procesion. También es la atraccion especial de la fiesta informal del
tltimo dia de la Fiesta oficial conocida como el Cafiandongo. Para Castor
Ayala, patriarca de la familia Ayala, la musica en la Fiesta por siglos fue limita-
da sencillamente a tres instrumentos: el tambor de bomba, la marimba y el tum-
bandero. Y fue precisamente en frente de la casa de los Ayala en Mediania Baja
que se celebraban bailes de bomba en esta Fiesta importante en honor a
Santiago Apostol.

Ballet Folklorico Hermanos Ayala: Los Principios

Marcos Ayala: Mi padre se llama Castor Ayala y mi madre se llama Pastora
Carrasquillo de Ayala. Sus nifios aparte de yo, incluyen a Celia, Raquel,
Frederico (q.e.p.d.), Adela, Adelina, Raill y Rubén (q.e.p.d.). Papé tenia un cas-
carero - de vender casca de coco. Alli nos reunimos a tocar con latas y muchos
vinieron a vemos. De la familia Ayala Celia fue la primera artista por su voz
excelente y llegd a cantar en el programa radial de Quifiénez Vidal.

Para esos entonces, los cincuentas, la bomba como que se murié en Puerto Rico.
Papa vio unos barriles de bomba en la casa de Celestino. Es que son muy vie-
jas, dijo Celestino, hasta cubiertas con telarafias. No hay problema dijo papa,
béjenlas que la bafiamos con gasolina. Y asi fue. Y con unos cueros nuevos,
empezamos asi en la seccion Martillo en Mediania Baja donde originalmente
se tocaba bomba. Y cuando empezamos a ensayar para el programa de Milton
Lehr eso fue como teléfono, todos llegaban a vemnos.

Raiil Ayala: Las presentaciones de los Hermanos Ayala tienen su comienzo al
comienzo de la television en Puerto Rico. Yo tenia solo 12 afios, pero la tele-
vision estaba en pafales también. El programa “Show Time" en el canal 2 de
Telemundo tuvo un productor Milton Lehr quien buscaba una muestra de la
bomba puertorriquefia para su show. Se acercé a Don Castor Ayala, mi papd,
buscando un grupo de bomba. En Loiza en esos entonces no habia grupos de
bomba. Pero papa se comprometio a buscar gente. Consiguié a Pedro Parrilla,
a Cecilio, ambos tocadores de bomba; a Digna, y también Alberto Cancaiio
como bailadores y unié a sus hijos Marcos, Celia, Raquel y yo, a esta agru-
pacion. Hicimos la audicion para el Sr. Lehr. El quedé encantado y nos llevo
a "Show Time.”

Marcos: En “Show Time™ estaba la cantante famosa Rina de Toledo. Estaba
Moramar, quien se pintaba de negro. Y llegamos nosotros y montamos una
actuacion del Conde de Loiza. El publico, al ver la presentacion, lo pedia. 'Y
asi se reg0 por la isla entera.

Rail: Cuando empezamos hacer giras por la isla escogimos el nombre “Los
Bomberos de Loiza.” Pero el piiblico no sabia. Pensaban que eramos bomberos
de apagar fuego. Al contrario era para incendirlos. Asi llegamos con el nom-
bre "Ballet Folklorico Hermanos Ayala. Con el tiempo se fueron los adultos en
el grupo original y llegaron otros. Y siempre ha sido asi. Yo dirfa que han pasa-
do como 50 o 60 personas por el grupo Hermanos Ayala.

Los Intrumentos y El Vestuario

Raiil: Primero empezamos con dos barriles. Luego le afiadimos otro barril y
creo que somos unos de los primeros grupos que hacian presentaciones con tres
barriles. Y luego hicimos presentaciones con 4 barriles - de nuevo unos de los
primeros en hacerlo. Tenemos ahora cuatro barriles dos quintos y dos
seguidores. Los primeros barriles eran de cunya y eso fue un pugilato en afi-
narlo, metiéndole fuego con papel y to’. Después de un tiempo yo averigiié
sobre los barriles de cancamos. A Villa Palmeras fui para hablar con Don
Ismael, Ismael Timba como se conocia, quien ya tenia fama de construir tam-
bores. El tenia un taller en el techo de su casa. Yo se los pedi y €l dijo traeme
un barril de cunya y te los hago. Asi fue. De ese momento €l siguié haciendo
todos la barriles que usan el grupo. La gente de Loiza hacian sus barriles,
algunos de barriles de clavos, pero no eran tan fuerte. Por eso seguimos con
Ismael Timba hasta que €| hizo todos los bariles. En esos tiempos si tuvimos
que montarle cueros contamos con Juan Fuentes de Candvanas. El era miem-
bro de nuestro grupo también, bailador por casi diez afios.

El cua lo evolucionamos con el tiempo. Primero era a rodillazo, tocando los cua
contra de los barriles. Luego cogimos un barril pequefio sin cuero. Después
usamos el que tenemos ahora. Son tres o cuatro pedazos de bambiia que pueden
dar diferentes sonidos.

La maraca para nosotros, diferente a otros grupos, nosotros usamos dos mara-
cas en vez de una. Eso de que se usaba un giiiro en la bomba yo no le he visto
en toda mi vida en Loiza

En cuanto al vestuario para nosotros en Loiza no hay un vestuario en especifi-
co. Es decir para las mujeres en el principio el vestuario era de traje blanco.
Pero no fue asi para los hombres que a veces bailan con camisa o sin camisa.
Ahora eso de pantalones blancos, eso si. Y eso viene de los tiempos de esclavos
donde quizas lo (inico que el negro tenia era lo que le daba el amo, lo que sobra-
ba. Y no era ni siquiera de mejor calidad, era algodén. Pero las camisas que
usamos para los hombres son floreadas. Y los trajes de las mujeres son flore-
adas también.

Los Ritmos y El Repique en Loiza

“En San Juan se utiliza el ritmo sicd. Fuera de Loiza, a pesar de ser seis de
bomba, es bien lento. El bailarin tiene mas oportunidades de marcar el paso con
més delicadeza. Pero la bomba nuestra es més répida, y el bailarin necesita méas
agilidad de piemnas, de caderas, de todo el cuerpo. Como decimos por acé, debe
estar monta’o en bolines.” Vocero 1 dic. 2001 Asi describe Raul Ayala la difer-
encia mayor entre dos estilos de bomba de dos diferentes regiones de Puerto
Rico. Los seises de bomba principales en Loiza hoydia son el seis corrido y el
corvé. A continuacion Raul elabora sobre la dindmica entre el tamborero y el
bailador, y afiade lo que se conoce en Loiza como el “reto.”

Continuado en pagina 6
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Raiil: La bomba es una combinacion de baile, tambor y canto. Es un dialogo
entre bailariny el tambor. Todo se relaciona: las gestiones de mano y de los pies
con el requinto. Y es instantaneo, es conversacion al unisono. Yo como tam-
borero tengo que repicar, anticipar a lo que el bailarin va a decir para ubicarlo en
el dialogo. No siempre se puede hacer - hay bailarines que son impredicibles.
A los bailarines de los Hermanos Ayala, claro que los conozco porque son nue-
stros. Pero a otros tengo que colocarlos en el dialogo. También hay lo que
podemos decir golpes preparatorios. Hay el paseo del bailarin ante los tambores.

Y hay algo en la bomba loicefia casi desconocida. Es el “reto.” Es cuando el
bailarin le hace un reto al tamborero - algo explicito. Igual si el tamborero se lo
hace al bailarin. Cuando pasa estd en juego tu reputacion como tamborero en
Loiza. Y esun duelo. Yo me encontré muchos afios atrds en Mediania Alta y
habia un bailarin que ya habia tumbado a dos o tres tamboreros. El me hizo el
gesto para que yo empezara a tocar. Los tambores que usaban no servian, eran
flojos, con un aro muy alto, pero empezamos con lo que habia. Asi estuvimos
no sé cuantas horas. No mi di cuenta del tiempo. Tenia yo que seguir repican-
do, ese fue el reto y yo era de los Ayalas. Mis manos estaban ensangrentadas.
Por fin llego Chichito Cirino y anunci6 “Paren esta bomba ya, que esto no es un
lon plén.,” para decir disco de LP. Y €l lo declar¢ en tabla. Por dos semanas no
pude tocar los tambores por las heridas que tuve en mis mafios.

Ballet Folklorico Hermanos Ayala Hoydia

Marcos: Tenemos una larga trayectoria en diferentes paises. Llegamos a Peri
con Areyto. En México compartimos con los Imperiales y de nuevo en Canciin
en el Festival del Folclor representando a Puerto Rico con grupos de los paises
de Cuba, México y El Salvador. Y por supuesto en los Estados Unidos. Siempre
llevamos nuestra artesania, nuestras mascaras de Loiza. Y te puedo decir que en
todos los lados somos bien recibidos.

Raiil: El grupo ha tenido mucha gente. De los hermanos quedan Marcos y yo,
y también Raquel que hoy en dia le toca la parte administrativa del grupo. Los
integrantes también incluyen a Roberto Cepeda (con 25 afios en el grupo); Elias
Diaz (tocador); Valentin Lépez (tocador con 25 afios con el grupo); Francisco
Escobar (hijo de Adelina); Sandra Ayala (hija de Marcos); Jenny Mojica (hija de
Valentin); Nancy Santos (bailarina); Iris Rivera (de 14 afios); Beatriz Ayala (hija
de Raull); Ariana Ayala (hija de Raul); Jestis Parilla (bailarin con 15 afios en el
grupo); Luis Pizarro, el Canario (bailarin); Marcos Pefialosa (cantante con mas
de 6 afios en el grupo). En la grabacion también estuvo Antonio Martinez cono-
cido como Matinson, tremendo cantante que murid hace un afio y también
Carlos Ayala y Runy Velasquez.

Mensaje Al Exterior

Marcos: Quiero saludar a todos los grupos folcléricos dondequiera que llega
Giiiro y Maraca. No es cosa de sentir competencia sino sentir lo que nos une.
Y no hablar mal de la gente. Mientras la semilla del folclor sigue, nadie debe de
sentir competencia. Debemos ser leal a la cuestion de compensacion justa para

los grupos.

Raiil: La satisfaccion mds grande que tengo es que somos modelo para otros
grupos. Ya somos, sino el mas antiguo, uno de los mas antiguos grupos de esta
musica. Muchos grupos han pasado por casa pidiendo asesoria. Y el solledaa
to” el mundo, igual que estamos disponibles para to” el mundo. En esto no es
que uno sea mejor que el ofro, porque esto no es negocio. Esto es cultura.

s Bomba of LLoiza: Continuation from page 4

are also drum beats that are a precursor to the dialogue — like the beats used to
identify when the dancer first approaches and passes the drums.

And there is another element in the drumming in Loiza that is rare today. Its
called the challenge. It's when the dancer deliberately and explicitly challenges
the drummer — or vice versa. When it happens your reputation as a drummer is
on the line. Years ago in Mediania Alta I was among drummers playing bomba
at a time when one dancer had knocked out a few drummers with his moves.
He looked my way and motioned that he wanted me to play the lead. The drums
being played were inferior with a rim that way too high for playing but we had
to deal with what we had. He danced and I played. For hours. Ilost track of
time but I had to keep on playing especially since I was one of the Ayalas. By
that time my hands were bloody. Finally, Chichito Cirino announced an end to
the challenge by saying that that was enough “this is no LP” referring to a long
playing record. He declared the challenge a tie. For two weeks I was unable to
play a drum because of the wounds.

Ballet Folkilorico Hermanos Ayala Today

Marcos: We’ve been able to have a good following in a number of countries.
In Peru we toured with Areyto. In Mexico we shared the stage with Los
Imperiales and we represented Puerto Rico in the Festival of Folklore in Cancun
amongst groups from Mexico, El Salvador and Cuba. And of course we have a
following in the U.S. When we tour we add our crafts and exhibit the masks of
Loiza. And I'm proud to say that we"ve been well received wherever we go.

Raul: Our group has counted on many performers. From the family we still
have myself, Marcos and Raquel, who performs more of the administrative
functions today. Other members include Roberto Cepeda (with 25 years in the
group); Elias Diaz (percussionist); Valentin Lopez (percussionist with 25 years
in the group); Francisco Escobar (Adelina’s son); Sandra Ayala (Marcos’ daugh-
er); Jenny Mojica (Valentin’s daughter); Nancy Santos (dancer); Iris Rivera
(only 14 years old); Beatriz Ayala and Ariana Ayala (my daughters); Jests Parilla
(dancer with 15 years in the group); Luis Pizarro, el Canario (dancer); Marcos
Pefialosa (singer with 6 years in the group). And in our recording we have
Antonio Martinez known as Matinson, a tremendous singer who died about a

year ago, and also Carlos Ayala y Runy Veldsquez.

Message to Our Readers

Marcos: | send greetings to all the folkloric groups that are reached by Giliro v
Maraca. It is a question of what unites us as groups not a question of competi-
tion. As long as the seed of our folklore is planted no one should feel as if they
are competing with anyone. Let’s keep an eye on how we are all being com-
pensated for our work.

Raul: The biggest satisfaction I can have is when other groups look to us as a
model. We are, if not the oldest of the groups, one of the groups with the longest
history of performing this music. And many groups have come our way to get
some pointers. Just like the sun shines on us all, we are available to all who come
our way. In bomba it is not a question of one group being better than another
because this is not business. This is culture.

Sources: Marcos Ayala Interview, 2002; Raul Ayala Interview, 2002; ;
"Ranil Ayala y las Mascaras de Loiza,” Folleto; William Cepeda & Grupo
AfroBoricua, “Bombazo,” Liner Notes; El Nuevo Dia, “Pan y Cebolla,” 25 julio
1997; Gloribel Delgado Esquilin, "Cuarenta Afios de Bomba con los Ayala,” El
Vocero | dec. 2001; Juan Henandez, “Santiago en Loiza,” Claridad, 4-10 ago.
1995; Instituto de Cultura Puertorriquefia, “Mascaras,” Boletin: Artes
Populares, No. 14, 1998 (revisando “La Fiesta de Santiago Apdstol de Loiza
Aldea” de Ricardo Alegna) Olga Jiménez de Wagenheun “El Grito de Lares,”
Lecture, Jersey City, 2002; |
Columbian Times to 1900; Myriam Vargas, “Méswas de Puerto Rico: ]_as
Fiestas en Honor a Santiago Apostol en Loiza Aldea™ (citando a Fernando Ortiz,
“Los Diablitos Negros de Puerto Rico”); Héctor Vega Drouet, "Historical and
Ethnological Survey on Probable African Origins of the Puerto Rican Bomba,
Including a Description of Santiago Apostol Festivities at Loiza Aldea,” 1979;
“Historia del Ballet Folklérico Hermanos Ayala,”
www.prfrogui.com/home/ayala-Bomba.htm



Bomba d”e 'Loiza

BALLET FOLKLORICO HERMANOS AYALA
718.421.2116

In 1998 William Cepeda enlisted three singers representing separate regional
styles of bomba from Puerto Rico for his excellent recording “Bombazo™ by
his ensemble Grupo AfroBoricua. These singers, Roberto Cepeda from the
Cepedas of Santurce, Nellie Lebron from Paracumbe of southem Puerto Rico,
and Antonio Martinez of the Ayalas from Loiza, also toured with William
Cepeda to launch the CD. The addition of Martinez, also known as Matinson,
was important. His recent death added to the historic nature of the Grupo
AfroBoricua recording which highlighted the dramming rhythms unique to the
Loiza style of bomba. In our prior interview with William Cepeda (G&M Vol.
3, #1) he refers to master tapes that he had of Los Hermanos Ayala that were
held up in production for reasons that remain unclear. Now finally he has pro-
duced the first full release of the Ballet Folkiérico Hermanos Ayala, an historic
recording in its own right and a commemoration of the group’s 40th anniver-
sary. There are 19 tunes on this inaugural CD and according to Ratil Ayala each
“was prepared with a teacher in mind who could establish a choreography for
the tunes and for students who are just learning how to dance bomba.” Marcos
Ayala, director of the group, has marveled at the sales they have enjoyed thus
far, and for good reason. The breadth of the selections is extensive offering a
full repertoire of the songs that are staples within the Loiza style. Seven of the
tunes, Sesahuque y Balancé, Conde de Loiza, El Belén, Rule Sond4, Meli
Ton Ton Be, La Fantasia del Pescador and Dr. Goenaga are also found on
the Grupo AfroBoricuarecording. But the remaining numbers are just as good,
if not better. All but four of the 19 tunes are representative of the seis corrido
rhythm in bomba. The exceptions are Hugo, Yuba La Marilé, and Rule
Sonda which represent the corvé thythm played in Loiza — a fast tempo 6/8
rhythm, and La Fantasia del Pescador which is Rafael Cepeda’s San Tomas
presented here in a sicd thythm. The numbers Rio de Guemaré and Orile
Agua Tile are classics in this genre. The entertaining Sombrero de Yaré is a
studio version of the live skit by one of the female dancers of the group.
Another standout here is the seis corrido version of Cortijo’s Yayabo which
does justice to the incredible percussive excellence of the original version. In
this version, the soloists , Roberto Cepeda, Elias Diaz, Valentin Lopez and
Mario ( a percussionist unidentified in the awfully short liner notes), take tumns
on the lead drum in an extended version of this great tune. Marcos Pefialosa
shares the lead vocals in admirable fashion, with the late Matinson throughout
the recording. The full visual presentation made by the Ballet Folkldrico
Hermanos Ayala does justice to each of the songs in this recording, many of
which are the subject of short skits by the full group. Indeed, the Ayalas are best
presented live. But in the meantime, this historic recording is a rare treat for
drummers and dancers who have been waiting for a full presentation of the
exciting thythms of Loiza.

Casabe Records,

_grupor pro’f'ésmnal bace 40 afios yese
‘antiguo’en Puerto Rico que sigue interpr
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s}, de@e Afric po; esg@lavos.

BOMBPLENAZO AT HOSTOS

For More Information Call 718.518.6700

The biggest Bomba and Plena festival ever to hit the NYC met-
ropolitan area will occur on October 9 — 13, 2002 at the Hostos
Center for Arts & Culture in the Bronx. According to the
Center’s director, Wallace Edgecombe, the celebration will be
focused on “bomba and plena — Puerto Rico’s African-rooted
music and dance traditions which remain living, ever-growing
and evolving expressions of Puerto Ricans on the island and in
diaspora communities.” Four groups from the island, LOS
PLENEROS DE SEVERO, TRUCO Y ZAPEROKO, LOS CEPE-
DA, and PLENA LIBRE, will be joined by a host of U.S. based
groups, LOS PLENEROS DE LA 21, VIENTO DE AGUA, LOS
INSTANTANEOS DE LA PLENA DEL RINCON CRIOLLO,
YERBABUENA, PLENA LUNA, and SEGUNDA QUIMBAM-
BA, in a series of live performances on two different stages at

OCTOBER 9-13 2002
Hostos Center for the Arts & Culture

the Hostos Center. In addition, free workshops on bomba per-
cussion and dance, vejigante mask-making, drum-making and
plena composition will also be offered. To date, live perform-
ances include:

October 10, 7:30 pm: Viento de Agua, Los Pleneros de Severo,
Los Instantaneos

October 11, 7:30 pm: Los Pleneros de la 21, Truco y Zaperoko
October 12, 1:00 pm: Yerbabuena, Segunda Quimbamba, Plena
Luna, Viento de Agua Unplugged

October 12, 7:30 pm: Plena Libre, Los Cepedas

October 13, noon to 6 pm:Community jam at Rincén Criollo
(Brook Ave. & 158th St.)

For more information contact the box office: 718.518.6700.



;Tienes un grupo de Bomba y Plena? Déjanos saber para incluir-

los en esta seccion.

El Ginico criterio es que cada grupo tiene la capacidad y la disponibil-
idad de hacer presentaciones musicales de bomba y / o plena, en vivo.

issue.

Ya saben que estamos disponibles a afiadir grupos tan pronto ustedes
nos llaman. Aqui estdn, en orden alfabético.
Bomba and Plena group let us know. We’ll include them in our next

If you know of a

AfriCaribe, Tito Rodriquez, Chicago, IL,
773.879.2123

Félix Alduén y Sus Tamboreros, Félix Alduén,
Mayagiiez, PR, 787.265.7177

Amigos de la Plena, NYC, José Rivera 917.898.8352
(pager): 646.824.3891 (cell)

Areito Borincano, San Diego, CA, Edwin Monclova,
619.253.0480 http://www.areitoborincano.com

Arena de Playa, Bronx, NY, Miguel Sierra,
718.590.9328, puntambele(@aol.com

| Ballet Folclérico de Bomba y Plena Lanzo, Orlando,
FL, Miguel Lanzd, 407.855.0732

Ballet Folklérico Boriken, San Antonio, TX, Olga
Custodio, 210.878.7821, Boriken98(@aol.com

Ballet Folklorico de Celia Ayala, Boston, MA,
617.445.8548 Celia Ayala, 89 Shirley St.#3, Boston,
MA 02119

Ballet Folklorico Hermanos Ayala, Loiza, PR, Marcos
Avyala, 787.758.2222

Los Bomberos de Brooklyn, Brooklyn, NY, Awilda
Sterling & Hal Barton, 718.488.1163

Bomplenea, San Juan, PR, Gary Vera, 787.792.3552

Borinbomba, Milwaukee, W1, Luis Diaz,
414.744.6828, www.diazmusic.com

BorinPlena, Miami, FL, Efrain Torres, 786.489.4212

Modesto Cepeda y Cimiento Puertorriquefio,
Santurce, PR, Modesto Cepeda, 787.728.1096

Cultura con Clase, Brooklyn, NY, Angélica Jiménez,
718.443.8689

Folklorico Bohio (FL.E.C.H.A.S.), New Haven, CT,
Menen Osorio, 203.562.4488

Golpe de Plena, Santurce, PR, Harry Sebastian,
787.728.4283

Grupo AfroBoricua, Brooklyn, N, William Cepeda,
718.421.2115

Grupo Cohitre DEl Yunque, San Juan, PR, Miguel
Angel Carrillo, 787.473.1409, nangobe(@hotmail.com

Grupo Folcdr Viento, Philadelphia, PA, José Catala
¢/o Liz Gonzalez, 856.963.4994, negrita729(@aol.com

Grupo Folclérico Paulé, Oakland, CA, Maria Elena
Garcia, 510.593.4697, info@bayareaboricuas.org

Grupo Yubé, Chicago, IL, Eli Samuel Rodriguez, c/o
Centro Cultural Ruiz Belvis, 773.235.3988

Guateque, Ballet Folklorico de Puerto Rico, Corozal,
PR, Joaquin Nieves Calderon, 787.859.8601

Los Hermanos Cepeda, Carolina, PR, Jesus Cepeda,
787.757.1672

Los Instantaneos de la Plena del Rincén Criollo,
Bronx, NY, Norma Cruz, 300 East 151st Street, #3,
Bronx, NY, 10451

Milagro Bailadores, Portland, OR, Rebecca Martinez,
503.236.7253, www.milagro.org

Orgullo Boricua, San Diego, CA., Viny Torres,
619.697.8496

Orgullo Taino, Queens, NY, Gladys Rodriguez,
718.521.0051

Paracumbé, San Juan, PR, Emanuel Dufrasne,
787.769.2464, www.paracumbe.com

Plena Dulce, Newark, NJ, Lillian Garcia,
973.645.2690

Plena Dulzura, Bayamon, PR, Anibal de Gracia,
787.306.2616, www.plenadulzura.com

Plena Libre, San Juan, PR, Gary Nuiiez,
787.763.4729

Plena Luna, Bronx, N, Julio Colon, 718.328.9231
Plenealo, Aibonito, PR, Ivan Rivera, 787.735.3322

Los Pleneros de la 21, NYC, Juan Gutierrez,
212.427.5221

Los Pleneros de la 24, San Francisco, CA, Héctor

Lugo, 510.594.4335

Los Pleneros del Batey, Philadelphia, PA,
Joaquin Rivera, 215.456.3014, ext. 42

Los Pleneros del Coco, Worcester, MA, Miguel
Alméstica, 508.792.5417

Los Pleneros del Quinto Sond, NYC, Enrique Diaz,
212.260.5879

Los Pleneros de la Salud, Springfield, MA, Luis
Melendez, 413.584.8125

Proyecto La Plena, Minneapolis, MN, Ricardo
Gomez, 612.728.0567

Plenyson, Orlando, FL, José “Tito” Diaz,
407.812.9942, Plenyson@msn.com

Puerto Rican Folkloric Dance, Austin, TX, Ana Maria
Maynard, 512.251.8122, www.prfdance.org

Raices Boricuas, Patterson NJ, Ada Diaz,
973.534.6601

Los Relampagos de la Plena, San Juan, PR, Gerardo
Ferrao, 787.767.1454

Segunda Quimbamba, Jersey City, NJ, Juan
Cartagena, 201.420.6332, temporary web site:
www.ricopositive.com

Son de Plena, Trenton, NJ, Luis Ortiz, 609.584.1644

Taller de Bomba y Plena, Ponce, PR, Pedro Barriera
Colon, 787.259.0293

Taller de Bomba y Plena, Pedro Barriera Colon,
konga@prtc.net

TamBoricua, Atlanta, GA, Benjamin Torres,
678.313.0104, www.TamBoricua.com

Viento de Agua, NYC, Héctor “Tito” Matos,
646.373.6533, viento_de_agua@hotmail.com

Yerbabuena, NYC, C/O Marinieves Alba
212.876.4741

Yoruba 2, Warwick, RI, Lydia Pérez, 401.737.0751

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 pub-

lication of the:

Giliro 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.

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.
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