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Abstract

Son jarochois an Afro-Mexican musical tradition from southewferacruz with prominent
African diasporic elements. Its first archival dawentation was via a colonial edict in 1776
banning “El chuchumbé.” The “lascivious” body mowams associated with the dancing’ &l
chuchumbg& by communities “of broken color” was accompanigdywics that literally mocked
colonial authorities. Similar to the disseminatioh“El chuchumbé,” theconga rhythm and
dance transferred to Veracruz by way of Cuba. Taesgressive performance of this music by
mulatosand mestizosn Veracruz fueled indignation by Catholic institunal forces and led to
the prohibition ofsoneslike “El chuchumb& and theconga This essay will explore these
examples of theon jarochoas an African diasporic form rooted in resistance.

*kkk

As Chicana and Chicano scholars looking into Blsigico and its cultural production,
we unravel the Black musical-cultural legacy andkeng explicit in our conversation of thsn
jarocho, an Afro-Diasporic music from thetaventaegion of México. Our positionality places
us in an emic-etic dichotomy as practitioners amdlliectuals of theon jarocho However, we
share the etic perspective as outsiders from tfiemeof origin in México. As practitioners of the
son jarochoin the U.S., we are connected as cultivators ef rtfusic and particpants of bi-
national dialogue between Chicanas and Chicanos paactitioners of theson jarochoin
México.
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Responding to the mandate of this special edibiorBlack México forThe Journal of
Pan African Studiesour goal is to make an intervention, thinking etbembodied tradition as a
contemporary articulation of Afro-Mexican historlgrominent research on African-descended
communities in México privilege archival researastibrical/historiographical approaches. Our
point of entry is theson jarochg an Afro-Mexican musical tradition from tlstaventoregion
encompassing the southern portion of Veracruz @xaca and Tabasco. We will begin this
conversation with a trajectory of the African prese in México.

A Brief History of the Enslavement of Africans in México

During the early colonial period (1521-1640), Afns and African-descended people
outnumbered whites in New Spain (México). The ragpétimation of Indigenous populations
due to epidemics and inhumane labor practices reader] a need for an alternative labor source.
From 1580- 1630 the Mexican demand for enslavedcadr labor was at its height and the
Caribbean coastal state of Veracruz became onédeoflargest ports of entry for enslaved
Africans in the America.Colin Palmer writes that almost half of the enstisent to the New
World between 1595 and 1622 went to México, citing peak years as 1606, 1608-1610, and
1616-162%. The burgeoning mining industry along with a grogvicampaign for the humane
treatment of Indigenous populations spearheade&ganish Friar, Bartolomé de Las Casas,
coincided with the peak of African enslavement imxito. In correspondence between the
Spanish crown and colonial officials in New Spaficeroy Manrique de Zufiiga expressed the
preference for African people over Indian labor,

[They] experience notable pressures and problemsalise they] are used in the boiling
house and at difficult and intolerable tasks the¢ aore suited to negro slaves
accustomed to performing such difficult jobs andh¢wnare] not weak and frail Indians
with little strength and stamirfa.

Enslaved Africans suffered under the most strenlata® conditions on plantations, sugar mills,
and mines. Palmer writes, “The belief that, askes, Africans were superior to Indians was
shared by the Spaniards in New Spain and in ther @ilonies. The often expressed belief was
that one African was the equivalent to as many ag findians where productivity was
concerned* Despite a concentration of the enslaved in théngiregions of the northern states,
Zacatecas and Guanajuato (as well as Michoacamxcdll Jalisco) a large concentration
remained in the port city of Veracruz and surrongdiral areas.

Communities who escaped enslavementgciararronesin Veracruz lived in fortified
settlements callegalenques, mocamhosr quilombos® The most important commercial route
from the port of Veracruz to the colonial capithiMexico City was in the valley of Cordoba,
the site of expansive sugar plantations. The rhistorically significantcimarrén settlement
was founded in 1580 by Yanga, who escaped enslavesne was a royal figure from the nation
of Bram in Africa.
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Yanga, who had been living in the mountains for enthhan 30 years, “the king of the
cimarrones,” corresponded with colonial officials on behalf thie marooned communities.
Palmer writes, “In his letter to Pedro GonzalezHi#grera, Yanga made an impassioned defense
of his kingdom, saying that his people had reti@cn area to escape from the ‘cruelty and
treachery of the Spaniards who, without any rigted become owners of their freedorh.”
Yanga also led theimarronesin a series of systematic attacks on travelerssparting goods
along this route in the valley of Cordoba. Thegfrency and violent intensity of these attacks
rapidly garnered attention from colonial leaderd attimately had a crippling economic effect.
In 1609 the Spanish crown sent a special army ahBpds and Indigenous archers to “pacify”
the area and to crush the actions of the fugitiveayed. Cimarron victors demanded that the
Spanish crown establish a free town inhabited eskodly by the Black runaway enslaved who
had escaped prior to September of 1608. In HHBLorenzo de los Negtdbe first free black
town in the Americas, was established near thedfi@6érdobd In 1932 the name of the town
was changed to Yanga in honor of the legendaryeteaftimarrones’

The increasing racial mixture of colonial society New Spain required a detailed
classification of new hybrid and racialized subgecThecastapaintings of this period provided
visual taxonomies of ancestral and physical charestics maintaining a hierarchy of racial
types in the Americas. While the discursive higtof castapaintings is an extensive one, |
briefly discuss them as a prominent system of aethrepresentations of race in colonial
Mexico. Bobby Vaughn writes,

The goal of these casta classifications that pedaxkarly all of Spanish America at least
into the nineteenth century — was to create aligdigerarchical society and, to this end,
the complex nomenclature differentiated peopledmerand ancestry.

This system of racial classification was enforcgdldgal codes that inscribed restrictions and
rights of these colonial subjects. The three maamal “stocks” werdespafol, IndioandNegro
and the paintings represented the variations @dlradscegenation. For example:

De espafiol y de India nace mestizo.

De espafiol y mestiza nace castizo.

De espafiol y castiza nace espafiol.

De espariol y negra nace mulato.

De espafiol y mulata nace morisco.

De espaiiol y morisca nace albino.

De espafiol y albina nace torna atras.

De espafiol y torna atras nace tente en el ire.

N~ WNE

189

The Journal of Pan African Studjesol.6, no.1, July 2013



From Spaniard and Indian woman beanestizo.

From Spaniard anchestizebear acastizo.

From Spaniard andastizabear a Spaniard.

From Spaniard and Black woman bear a mulatto.

From Spaniard and mulatta beanarisco.

From Spaniard anchoriscabear aralbino.

From Spaniard and albino woman be&oraa atras(literally, a “throw-back”).
From Spaniard antbrna atrasbear atente en el aire(“up in the air” or “you
never know what you're going to get.

ONOOAWNE

The lists continue for several pages detailing tosmplicated taxonomy of race. In some
classifications two parents who are mixtures Négrd and “India’ produce offspring named
after an animal. For exampl&)e mestizo e India nace coyot& (From mestizoand Indian
woman bear a coyote).

The castapaintings represented these hybridized bodiepégic colonial milieus with
particular attention to internal domestic spacesu® external locations. The clothing of the
subjects was intricately crafted according to tlaeial hierarchy, as was their physical
positioning within the framed image. Mexican aopwlogist Sagrario Cruz-Carretero, who was
instrumental in developing “The African PresenceMexico: From Yanga to the Present”
exhibition writes,

Paintings with blacks, mulattos and other mixedwitacks show violent scenes: blows
are being dealt with kitchen utensils, hair is lgepulled, or subjects are strewn across
the floor in the drunken state to highlight theatdity and danger of the members of
these group¥’

This elaborate system of representation functioaedritical to the Spanish crown informing
governmental officials in Europe of the rapidly ngang demography of New Spain.

In Magali Marie Carrera’smagining ldentity in New Spairshe traces the genealogy of
the casta paintings through the story of a Spanish woman sghbaptismal records were
incorrectly documented in thédro de las castagmixed-blood caste book) versus tii@o de
los espanolegbook of the Spaniards). Carrera writes, “Theigisstrategy of surveillance is not
just about looking; rather it constructs the vebjeot of its observation: hybrid bodies, that is,
people of mixed blood*® These archives operated as central not only tsuheeillance of these
hybrid subjects of New Spain but also contributedhte archival representation of racialized
bodies.
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Focusing on the city of Xalapa, Patrick Carroll g that these communities were more
frequently recorded in colonial records than fiedeokers,

White racism and consequent attempts to discrimiregainst and subordinate the
enslaved and free persons of African descent atésghtened the likelihood of their
appearance in written records, including laws a#i as notarial, parish, criminal, and
census records.

These vigilantly documented records of Afro-Mexicanbjects shifted after the victorious
struggles for independence from Spain and the tdrolbf slavery.

In 1810 Father Miguel Hidalgo delivered his famalecree for Mexican independence
from Spain as well an end to slavery. Leadershithefindependence movement was passed to
insurgent priest, José Maria Morelos y Pavon, whs af African ancestry, echoed Hidalgo’s
abolition of slavery. In 1821, México gained itglependence and, in 1829, President Vicente
Guerrero, also of African descent, declared antersthvery.

While independence established the legal terminatiothe Spanisitastasystems, the
legacies of this colonial racial hierarchy pervadeshy aspects of Mexican society. Under this
new government, all citizens regardless of skiroicatere theoretically considered “Mexican;”
however, racist practices based on this hierardmyimued formally and informally. After the
first part of the 19 century there was no governmental documentatigarding Afro-Mexican
communities, thus leading to an institutional dgsgrance from the archive. The inception of a
Mexican national identity propelled the negation tbé histories of Afro-Mexicans in the
national imaginary of México. Bobby Vaughn and Bénson Il write, “While intellectuals and
political actors eventually embraced Indigenousnéss topic of blackness, despite enjoying
moments of vogue in political circles in the la&70s, became viewed as antithetical to national
ambitions.®’” The histories of African-descended populations aieed alive in embodied
cultural practices, specifically regional music ati@nce forms from several Mexican states.
Among the most prominent of these living traditi@mson jarochdfrom Veracruz.

“Para Empezar a Cantar, Permiso Pido Primerd® Son Jarochoas African
Diasporic Form

Mexican music is not often included in prominense&ch about African diasporic
legacies in Latin American and the Caribbean, whishally focuses on practices from Puerto
Rico, the Dominican Republic, Cuba, Brazil, andeottsouth American countries such as
Colombia, Venezuela, and PétiFor example, in his comprehensive study of diespausic,
Black Music of Two Worlds: African, Caribbean, lmatand African American Traditiondphn
Storm Roberts asserts that México “was obvioustg laffected by the black experiences than
many other countries™
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Comprehensively speakingll musical traditions developed in Latin American syatheses of
Indigenous, African and European rhythmic structure However, the critical discussion
becomes an interrogation of how social historigtisnomusicologists and practitioners inscribe
and represent these particular influences, emphgssome and excluding others. For example,
music scholars accentuate African rhythmic stresguin studies of Puerto Ricdsombaor
Cubanson montunowhile in places like Peru or Guatemala, Indigenoussical elements are
highlighted. These are generalized examples; howewe introduce them to demonstrate how
specific legacies have been very simplisticallyigre=d to geographic and national locations in
the Americas. Central to this essay is the deployragson jarochoin discourses of the African
diaspora in musical histories of the Americas.

One of the earliest accountssuin jarochois a 1779 colonial edict prohibiting a specific
song, “El chuchumbé.” According to Daniel She€liljn 1766, a European fleet, after having
stopped over in Havana long enough to take aboas$egmgers and seamen from Cuba’s
predominately Black antMulato population, arrived at the port of Veracruz, bmggwith it a
son known as chuchumbé&® The lyrics and dance movements associated witsah were
considered vulgar by religious authorities and dicteordering its prohibition was publicly
declared?®> The suppression of “El chumchumbé” and otseneswith similarly suggestive
lyrics informed the employment of incisive doubl@endres and complex metaphors that are
trademarks o$on jarocho.

According to ethnomusicologist Antonio Robles-Gaheut of frequently dancesbnesin
eighteenth and nineteenth century New Spain, ohhget were banned during the Holy
Inquisition: “El animal” and “El chuchumbé” in 17@hd “El jarabe gatuno” in 1832** From
approximately 1571 until the end of the Spanistowial period in the early 18063 the Holy
Inquisition in New Spain brutally punished anyoraidved to be subversive to the Catholic
Church. Intolerance of religious and ethnic divigrsvas extensive during the Holy Inquisition.
Accused practitioners of sorcery, heresy, and blasyy were burned to deathLesser crimes
against the Church were punishable by stranguléfiém regard to music censorship, The Holy
Inquisition attempted to silence the subversivecdampoetry, and some instrumentationsoh
during the colonial period.

JaraneroPatricio Hidalgo adds that hand drums were takesyarom people of African
heritage during the Holy Inquisition. Hidalgo s&gtétodo lo que se hacia con las manos, se lo
llevaron a la tarima” (All rhythms once played bgnid were transferred to tkerima).?® In other
words, rhythms once performed on hand drums werenfeggured to the lower body. The legs
and feet replaced the percussive movement of thdshand theaarima became the source of
percussion, which shaped thapateadqpercussive dance) of tls®n jarochoin particular, but
also of México’ssonmusic in general. Those who sang, played, or dhbe@nedsoneswere
punished and jailed during this time.
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“El chuchumbé” is colloquially referred to as “theea four to five inches below the belly
button of a male® “El chuchumbé,” is currently an integral and pasionfrom thesotavento
region of the Gulf Coast, a cultural zone covetiing southern portion of the Mexican state of
Veracruz into Oaxaca and Tabasco wherestirejarochais its traditional music. However, “El
chuchumbé” originated as a dance in Cuba and toastespto Veracruz in the late 1700s.

According to Cuban musicologist Alejo Carpentién, 1776, a European fleet that had
made a long stopover in Havana transported someagrants ‘of irregular color’ to Veracruz.
The newcomers brought from Cuba a dance knowsl ahuchumbgonce seen, it spread with
incredible speed® “El chuchumbé” came from a family of rhythms anandes known as
paracumbeesachumbasgayumbasandzarambequed' It was a courtship dance with the male
in pursuit of the female. Its choreography includgeduettish moves such as the “kicking of the
apron” and ‘“liting of skirt.** An informer of New Spain’s Inquisition describe€l*
chuchumbé”: “The verses are sung while others damoean with a women or four women and
four men; the dance is performed with gestureskisgaand swaying contrary to all honest
intentions...because in it they embrace one anothérdance belly to belly*® The sexually
suggestive dancing of “El chuchumbé” was a creatixgression of resistance during the Holy
Inquisition.

Research on “El chuchumbé” mentions minimal detailout its musical properties beyond
dance and vocals, especially in its early manifestan eighteenth century Cuba and Veracruz.
Absent is the description gbn jarochoinstrumentation such as tkerima, jarana, guitarra de
son leona or arpa. In the eighteenth century, the music itself dimt have the title Son
jarochg” but certainly contained the elements sifn® The recovery work ofon jarocho
musician Gilberto Gutiérrez sparked a new inteiregie hidden history of “El chuchumb>”

In the next section we examine a selectionsohes jarochoswith regard to their
representation of racialized subjectivities, foogsion pervasive renderings of “Blackness.”
While we refer to two published sources that prevektensive inscriptions @ones jarochgs
the improvisational nature of the music create#fecult framework to analyze lyrical content as
the versos(verses) shift according to context and persongdé sif the singer® In addition to
these sources we also utilize CD liner notes, fipgeicordings and arrangements by groups. By
analyzing the lyrics of specific renderings we gaerrogate how the songs operate as historical
“texts.” The fact that there are countless versiofsones jarochoss testament to its existence
as a living and fluid formWhile some of thesonesare inscribed and/or recorded, many are not.
The improvisational scaffolding @on jarochoas a practice together with the extensive number
of sonesand the idiosyncratic styles of the singers andtponakeson jarochoa generative
example of Diana Taylor’s theorization of the “akai and the “repertoire.”
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“El chuchumbé,” which has etymological roots in ae$¥ African word, “cumbé,”
translating to the Spanistombligo” or “barriga” and then to the English “belly button” or
“belly.”®" Thus according to the 1779 colonial edict, whenge danced the “El chuchumbé”
their bodies were closely touching, stomach to sicim The religious official declared,

El baile es con ademandes, zarandeos, contraridsst@a la honestidad y mal ejemplo de
los que lo ven por mezclarse en el manoseos devteantramo, y abrazos y dar barriga

con barriga, bien que también me informan que aestdaila en casas ordinarias de

mulatos y gente de color quebrado, no de genta,seirentre hombres circunspectos y si
soldados, marinos y broZ4.

(The dance is with the movement of hands and sbatiat is contrary to all with
honesty, a bad example of what you see when youtooizhing, stretching arm to arm
and then stomach to stomach, and | was also infibriinat this is danced in ordinary
houses of mulattos and people of broken race, heemous people, not of circumspect
men, and yes of soldiers, marines, and peoplewattiade or employment.)

What is critical here is the way in which explicibrporeality is linked to racialized identities.
According to the colonial archive, mulattos and/people of broken race” are not “serious
people” and embody the vulgarity of the lyrics ahd bodily movements associated with the
song. Sheehy writes, “In the late eighteenth agntaither sones in favor among the lower socio-
economic classes were similarly condemned, eveugtinthe civil and religious authorities took
objection not tosonesthemselves as to the occasional excesses of theis.*® The
implications of these “excesses” function beyonel Words of the song and are imposed on the
very bodies of those dancing and singing.

The proclamation of the edict functioned beyond tear of explicit reference to the
corporeal; the fact that the subjects associatdld the music were racialized is foundational to
its prohibition during the colonial period. Giveahe historical relationship between Afro-
Diasporic dance during slavery and organized r@sc& in the Americas, the potential gathering
of people of“color quebrado” outside of work environments threatened the scmidér for
colonial officials. Katrina Hazzard-Gordon affirmbis notion citing evidence that, “slave
insurrections were either plotted at dances orcidied to take place on occasions that involved
dancing...The high pitch of emotions at these dawsoetd serve as a pre-text for touching off a
previously planned revolt®® While Hazzard-Gordon focuses on the history eséhpractices
among enslaved communities in the United Statesjra® a correlation to the colonial context
in Mexico.
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The “lascivious” body movements associated withdhecing of the “El chuchumbé” by
communities “of broken color” was accompanied byicly that literally mocked colonial
religious authorities:

En la esquina esta parado un fraile de la merced
Con los habitos alzados ensefiando el chuchumbé

(A friar from La Merced is “standing” there on th@mer
With his religious garb pulled up, showing the “ciumbé’)

Que te vaya bien, que te vaya mal
el chuchumbé te va gustar

(Whether things are going well, whether things aad,b
you will like the chuchumb#

The transgressive performance of this anticlenibatoric bymulatosand mestizosn Veracruz
fueled indignation by Catholic institutional forcaad led to the prohibition cfonesjarochos
like the “El chuchumbé” but the proliferation sénes jarochosontinued under colonial rufé.
Returning to Hazzard-Gordon’s discussion of gatigsriof music and dance and the potential for
the planning of revolts by the enslaved, the dapoiinthe “El chuchumbé” represented not only
the possibility of actual revolts by the enslaved bperated as a form of larger social revolt
against fundamental colonial power structures.

The text of “El chuchumbé” is both picaresque antldf strategic resistance. This proto-
sonwas banned due to its double-entendre sexualerefes directed at the Spanish Catholic
clergy of New Spain. The verses uncover the sekbalties of the clergy despite their
mandatory vow of abstinence. “El chuchumbé” alseaés how humor through double-entendre
verse makes a dangerously subversive statementchwbonsequently led to serious
punishment?

Son jarochamusician Gilberto Gutiérrez added a I-1V-V chomdgression in C major to
selected verses of “El chuchumbé.” His ensemble p&riMono Blanco recorded “El
chuchumbé” as aon jarochoin the 1990s. The documentation of banned ver$e¥lo
chuchumbé,” and the fact that its dance was cedsiorehe sotaventd” serves as an early
example of foundation for an emergeoin jarocho However, it can be generalized that people
of African, indigenous, andnestizo(mixed) heritage, most expressed their resistdaocthe
Church. To be specific, thdandigain Veracruz, an ethnic group originally from Wesdftiéa,
wrote manyersosagainst the Church.
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Grupo Mono Blanco’s reimagining of “El chuchumbé&’ @son jarochorevived the story
of resistance during the Holy Inquisition. “El cluenbé” is now part of the standard repertoire
of sones jarochosat fandangosand performances. Today, several Veragaoa jarochoand
Chicano-Jarocho ensembles in the U.S. include tivair renditions of “El chuchumbé” as a way
to narrate struggle and protest. For example, enatbumlt’s Time (2012), East Los Angeles
group Las Cafeteras use “El chuchumbé” to denounoent anti-international migrant fervor in
Arizona. In the late 1990s, the ensemble Chuchuaibé reinterpreted the hidden history of
struggle during the Holy Inquisition in Veracruzda@uba.

On jCaramba nifio!(1999), Chuchumbé, theon jarochoensemble, retells the censorship
of “El chuchumbé” during the Spanish Inquisition:

El chuchumbé fue penado por la Santa Inquisicion
Pero ellos se olvidaron que es un ritmo sabroson

(The Holy Inquisition punished the chuchumbé,
But they forgot that it is a joyous rhythm)

El Papa lleg6 a la Habana pero el Diablo lo tentd
Al mirar a una cubana el chuchumbé se le alzd

(The Pope arrived at Havana but the Devil temptied h
Once he saw a Cuban woman, his “chuchumbé” af8se

Chuchumbé’s verses combine historical data withuakzed double-entendreP&nadd has
double meaning, which references both punishmeend and the phalluspeng. The second
verse refers to a Pope’s sexual desires in Hav@udba, perhaps invented or historical.
Nonetheless, the narrative reconnects “El chuchabiés Cuban origins through the sounds of
the son jarochoin Veracruz. In comparison to the strategic rasis¢ found in “El chuchumbé,”
because overt protest had severe consequenceg theiiioly Inquisition, only a few examples
of explicit protest survive, for example, the lega¢ thecongain Veracruz.

The Congds Legacy of Struggle and Protest in Veracruz

Thecongais a standard rhythm @bmparsagstreet bands) durinGarnavalin Santiago
de CubaCarnaval emerged in the nineteenth century as a festivakfslaved Africans, who
were given liberty for one day duririgia de los Reye¢Three Kings Day) or Epiphany on
January 6, which was approved by the ChifdBomparsasn the nineteenth century, into the
twentieth century, were also referred tocasigas Instruments played byomparsasare often
made at home or furnished from inexpensive matenahich include plank drums of different
shapes and sizes, bells, frying pans, tire rimsppets, and theornetachina®
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Indentured servants from China brought thenetg a double-reed horn, to Santiago de Cuba in
the late-nineteenth centufy.The corneta chinais a staple instrument of thdmparsaand
considered indispensible to the tradition.

Comparsasduring Cuba’s colonial period were often mistak&n rebellions of the
enslaved headed b@abildos de nacionCabildos were influential groups that owned land,
distributed inheritances to the enslaved, providetjhborhood police services, and promoted
ethnic solidarity’® Cabildos de naciémere based on African nation of origin. In the némth
century,cabildoshelped organize uprisings, which led to their ingrifrom participation aDia
de los Reyefestivities in Havana in 1823.By the time theongarhythm migrated to Veracruz,
it travelled with a rich trajectory of social stiglg and protest.

Similar to the dissemination of “El chuchumbé & ttongarhythm and dance transferred
to Veracruz by way of Cuba. Mosbngaswere performed as protest songs in the streets of
Veracruz, and often amounted to demands for sqséice on behalf of the lower classes. The
Catholic clergy was scandalized by the sexuallygsstve dances of theonga Like “El
chuchumbé,congasin Veracruz had chants that denounced the duplisitmorals of those in
positions of authority. However, “La conga del wie[“The Old Man’s Conga”) was able to
strategically survive the Holy Inquisition of Newp&n. Due to its syncretic symbolism of
renovation and good wishes for the New Year, “Lagaodel viejo” was tolerated and able to
survive religious and political scrutif§.“La conga del viejo” also survived through its
incorporation in annual festivities to welcome Nhew Year in Veracruz'sotaventaegion.

“La conga del viejo” is a musical and cultural atyperformed in the days surrounding
New Year’s Eve in southern Veracruz. Diverse ensdesbf theson jarochg cumbig Brazilian
inspiredbatucada Afro-Cuban percussion, and bricolage troupesgubiusehold appliances as
instruments participate by taking to the streetthia annual ritual. Loud brass instruments also
accompany this musical uproar during this New Y#&sstivity. Ethnomusicologist Antonio
Robles-Cahero provides a good metaphor for ritaasverpowering sound as “la guerra de los
sonidos,®® a war of sounds, which is a reinterpretation ofohip Gramsci's concept of “wars
of maneuver® a counter-hegemonic method that involves physicallerwhelming the
coercive system of the StafeThe sonic power of loud music performed by peapléa social
grievances is a command for basic human rights. diterse representation of ensembles that
parade the streets of Veracruz igwerra de los sonidgsnd constitutes a creative demand of
recognition from a historically aggrieved commuriity

“La conga del viejo” is performed as a communalaitin neighborhoods of the working
poor. The chorus “una limosna para este pobre'v{ajpalm for the poor old many,includes a

line asking for monetary donations during the pssaan. As the chorus suggests, the costumed
portion of the ritual includes predominantly magetgipation.
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However, the issue of gender representation becaoraplex with the costumed depictionlaf
viuda a widowed woman portrayed by a cross-dressed. iBhlgejo (the old man) is performed
in a joyful and raucous manner in order to excadipipants. One final installment of the family
trilogy includes a man dressed as a baby, who septe the New Year.

At midnight, aviejo (old man) doll made of cloth—or other materialsbisrnt to
symbolically let go of the past and enter the NegalY The burning of objects is also a visual
metaphor for purification. After being passed ambtime neighborhood gathering, thiejo doll
is either seated or hung and burnt as part of ¢éhentony. Every neighborhood street or block
claims its own doll, for example, “el viejo de Z&pa or the “old man of Zapata StreéfThe
burning ofel viejoin the New Year extends itself to parts of Latimérica and Spain. However,
“La conga del viejo,” has another hypothesis inardgo its origin and practice; one rooted in a
hidden history of resistance.

A hidden history of “La conga del viejo” dates baokshipyard worker social unrest at
the astilleros (shipyards) of Veracruz around 1920According to Francisco Rivera Avila,
shipyard workers collectively wrote “La conga deétjg” as an act of protest at the Port of
Veracruz®® Workers marched to the shipyards around mid-Deeertiothe beat of theonga
The shipyard workers, as organic bricoleurs, tooksppans, crates, and old instruments,
creating an impromptu ensemble of protest mtfsidatton states, “the bricoleur's response to
the task at hand is limited to a rearrangementergtdod as including new uses, of the existing
set of means. This rearrangement involves a re@a@on or improvisation with existing
elements to create new structures as an ad hoonsspo the environment”’Comparable to the
bricolage assembly otomparsainstrumentation in Cuba, the shipyard worker’s usde
household items provides an example of the impeavigathering of materials due to urgency of
the situation; the struggle for better living andriing conditions.

Shipyard workers disputed their social situation ilmprovising verses and singing
choruses such as “una limosna para este pobregugjda dejado hijos para el afio nuevo” (an
alm for the poor old man who had to leave his chitdfor the New Year®® The chorus became
a powerful statement of the will to struggle forcisd change. In accord with the current
hypothesis, the hidden history of resistance of damga del viejo” was obfuscated within
present New Year festivities in Veracruz. For mgagrs it became known as a song performed
once a year to celebrate renewal and the New Ysapreviously noted, “La conga del viejo” is
rooted in a moment of shipyard worker protests ruthe Christmas holidays into the New
Year.
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The Creative Renewal of Afro-Diasporic Son Jarocho in the Music of
Chuchumbé

As a professional ensemble that emerged duriegsécond wave of th@ranero
movement, Chuchumbé found new ways to understaméddh jarochoas a musical-cultural
genre in Veracruz, México. In the 1990s, Chuchupibéed Black cultural legacy, the third root
of theson jarochg at the forefront of their sound and discoursee $bund of Chuchumbé is best
described as Afro-Diasporon jarochowith elements of Cubason African rooted call and
response vocals over percussion, and recovery wfdtie congain Veracruz. This segment will
analyze the creative renewal of Afro-Diasporic grdt legacy in the music of Chuchumbé.

The ensemble Chuchumbé considereddtegaintegral to the musical heritage of the
sotaventaregion. Thecongasurvived in Veracruz with a limited repertoire Wwever, the work
of Chuchumbé and Patricio Hidalgo spearhead thatiore of nhew compositions bearing the
rhythm. According to Hidalgo, since the 1970s, ‘t@nga del viejo” lost its poetic sense and
congarhythm® In the 1990s, Hidalgo's former group Chuchumbénegjined “La conga del
viejo” by writing new verses and applied thlmnga rhythm to standardson jarocho
instrumentation such as ti@rana, guitarra de sonpanderqg quijada, andmarimbdél On their
album jCaramba nifio! “Conga de San Benito,” claims “Santo San Benita{rgn de los
Negros,” (Saintly St. Benito, patron Saint of Blgadople), and is call for divine protection of
the Black populatiofi®

“La morena” and “Los negritos”: Two Case Studies

While “El chuchumbé” functions as a point of depagtin thinking about how the
practice ofson jarochowas explicitly racialized during the colonial pedj | turn to two other
sonesto continue this interrogation. A popular songnifr the son jarochorepertoire,“La
Morena” (The Dark-Skinned Woman), provides an opportundyexamine how particular
gendered bodies are racially inscribed. A commamse/is as follows,

Una morena me dijo/ que la llevara a Jamapa/ y dalije morena/ mejor te llevo a
Jalapa/ alla te compro cadenas/ y tus aretes deapl&@ o enamoré a una morena que era
todo mi querer/ se me sentaba en las piernas ympeeaba a morder. Todavia traigo
las sefias si quieren vengan a ver.

(A dark woman told me/ To take her to Jamapa/ Atald her dark woman/ Better, | will
take you to Jalapa/ There | will buy you chainstdAmur silver earrings. | fell in love

with a dark woman/ Who was all my love/ She sat Wl@n my legs/ And started to bite
me/ | still have the marks/If you want, come anel. 52
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From the lyrics it is not clear as to whether twisman is“negra” or Black, but her dark skin
signals that she is what the religious officialgldeed in the earlier edict dsolor quebrado.”
Whether the “broken-ness” of her race is constitlte “Indianness” or “Blackness” is not made
apparent. In his boolyjational Rhythms, African Roots: The Deep Histdry.atin American
Popular Dance,John Charles Chasteen argues that the figure ef‘Nforena” in Latin
American music does not operate as an actual tgldmit “a lyrical motif that includeblegraor
Mulata or Morochaor Chinaor any other name amounting to Dark Wom&nh¥Vhat is clear is
that the woman in thison is both racialized by her referenf morenaand represented as
excessively violent and sexualized as she bitesldwar. In the only critique that we have
encountered in my research of how race is repredent‘La morena,” Anita Gonzalez writes,

That the woman bites the lover may mean that tiheitlized” tendencies of the woman
remain out of control or perhaps he wants to disphe bite marks as a sign of his
conquest. The woman is everything that the protasgjovants; yet she cannot be tamed.
There is an implication here that la morena’s “wiizied” qualities — her “dark” heritage
— might make her more sensually attracfi¥e.

The overemphasized sexualizing of Black dvdlata bodies is prominent in many other
hemispheric musical traditions. In her unprecee@nénalysis of gender and salsa music,
Frances Aparicio situates these racialized reptagens of the Mulata in patriarchal
commodities of pleasure and consumpfidrin her discussion of one particular salsa soag th
highlights a Mulata's hip movements Aparicio writes, “by trivializinger hipsonly as a
rhythmical and musical pleasurable entity, theniliteran patriarchy can erase from the body of
the mulatta any traces of violence and racist mestfor which it has been responsible
throughout history® In Alicia Arrizon’s discussion of Spanish Carilaimecultural production,
she writes, “the mulata body has often been defameticonstituted as an extension of oppressive
colonial practices, a perspective that helped othe embodiment of sexuality linked to this
colonial order.** In theson jarochodepiction of themorenais rendered silent and her body is
sexualized by the speaking protagonist.

In the opening stanza from Son de Madera’s 1998rdatg of “La morena,the singers
refer to the main character of the song‘rasilata” and not‘morena.” The narrator alters the
signifier to tell the story of his relationship Wwia woman who is defined as having explicit
African heritage as opposed to a “dark-skinned womaho may be of Indigenous and/or
African descent. In the openingrsoRamon Gutiérrez proclaims:

El mar se quedd a dormir en tus aretes de plata,
es que me voy a morir en brazos de una mulata.

(The sea stayed to sleep in your earrings of silver
it's that | am going to die in the arms of a mwjff
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Significantly in this recording the members of StmMadera do not include the line about “La
morena’biting her lover and thus avoid the representadibtihis woman as excessively violent.
In the sameverso from Sheehy’s transcription above, Gutiérrez repédcadenas” (chains)
with “gardenias’ While the “cadenas” that the narrator will buy for “La morena” in Jaéa
could refer to jewelry or adornment it is curious t8 why the Spanish word for necklace,
“collar,” is not used in this version. This operates rmag@plicit reference to “chains” with the
history of enslaved Africans in the Americas. Gdezéashares this interpretation that these
“cadenas” could, “imply the institution of marriage or theyight allude to the chains that once
held the black woman’s ancestors in bondage” amdgads one step further to identify the
woman as “black” and not merely “dark-skinned” las first transcription of the song impli€s.
Son de Madera’s version offers a revision to tafenence; however, many timession jarocho
some words are replaced with others based on elcallence, rhyming function and/or style of
the singer.

While the female figure of “La morena$ “dark-skinned” and may not be explicitly
“negra,” the son“Los negritos” offers us another text by whichexamine representations of
race in theson jarochorepertoire. Sheehy offers the following transioip:

(Verso) La manana de San Juan/ que hace el agugogtas/ cuando se van a bailar/
salen los cinco negritos.

(Estribillo) Y Jesus y Maria/ que me espanta/ cdmocen los negros/ pa’ trabajar/
comiendo tortillas/ con carne asé/ ja ja ja ja/j@ja ja.

((Verse) The morning of Saint John’s day/ Whenwlag¢er bubbles/ When they go out to
dance/ the five Blacks come out.

(Refrain) And Jesus and Mary/ How it frightens riw the Blacks/ Work/ Eating
tortillas/ With fried meat/ Ha ha ha ha/ Ha ha ha'h

In this song the&'negritos” are characterized as figures that evoke simultamémuror and
amusement. In his extensive transcriptionsasfes jarocho#\guirre Tinoco cites anotheon
“Son de los negros”:

El negro ha de ser bembdn/ y de la nalga boleadahyesa condicién/ el negro no vale
nada.

The black man has to lEmbdn(big-lipped)/ and his rear is rounded/ and withthat
condition/ the black man is worth nothifiy.
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As previously mentioned, the historically improtisaal nature coupled with the lack of
specific authors or dates in inscribed versionseme profound analytic difficulties. Despite
these limitations, the fact that such a derogatosgription is published as recently as 1991
demonstrates the survival of such lyrics in thewating archive. However in a contemporary
recording of “Los negritos” by Los Utrera from Ebt$, Veracruz and one of the most highly
regardedson jarochagroups, anotherersois sung,

Si por negro me desprecian/ porque negro es mrgcolo
entre los blancos y los negros/ lo negro siempmne®r.
(For being black they diminish/ because black isaoipr,
between white and blacks/ the black is always hgfte

This version of “Los negritos” revises previous eni$ive representations of “blackness” by
earlier inscribed versions. The fact that Sheehyémscriptions are recorded from older
musicians in the late 1970s is significant givensLbtreras’ revision. These lyrical
reformulations may reveal pivotal generational etiéihces among musical practitioners. Some
youngerson jarochogroups, like Los Cojolites from Jaltipan, Veracrproudly proclaim the
Afro-Mexican histories of both the music they pkayd in their personal ancestries. While the
songs we examined operate as merely two in themialhwus repertoire oson jarochg the
verses of “La morena” and “Los negritos” functios @itical case studies of representations of
racialized bodies in this tradition.
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