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The B ongo B ook is a guide to the art o f bongo drum m ing, dem onstrat ing the w ide range o f application that the bongos allow. C urrently no listing appears in Books in P rint devoted solely to bon gos. M oreover, few percussion books discuss bongos and those that do devote, at best, only a few pages. Consequently, after discovering this lack o f inform ation on the bongos, I becam e inspired to write this text. It is also disconcerting that the great bongo players (bongoseros) o f the w orld have not been given the recognition they deserve. Indeed the bongoseros have played a pivotal role in m any m usical situations, yet are often m isnam ed, unspecified, or sim ply ignored. M y interest in both w riting a book and playing A fro-C uban m usic stem s not only from the sparse historical inform ation, but also m y m usical education. In Toronto I studied percussion with Jim Blackley, M em o A cevedo, B ob Becker, and at York University. A fter playing jazz for sev eral years I becam e interested in the doum bec (m iddle-eastern drum ) and Latin percussion. E ventually I becam e disenchanted w ith the life-style o f a professional m usician and decided to return to college to study naturopathic m edicine. W hile attending m edical school in Portland, Oregon, I organized jam ses sions w ith other players o f L atin m usic. Once in practice in C anada I felt a lack o f m usical outlets. Thus, I form ed a rumba ensem ble, teaching others the various com ponents o f the m usic. To further m y education I m ade several trips to C uba to study with some o f C u b a’s finest m usicians, including m em bers o f Irakere, Roberto Vizcaino (G onzaldo Rubalcaba), and subsequently Los M unequitos. In addition to teaching privately, I have conducted w orkshops on A fro-C uban percussion for schools and colleges in C anada and the U nited States. W riting The B ongo B ook becam e a passion, at tim es an obsession. The m ost exciting aspect was the interaction with the great personalities o f Jack Costanzo, A rm ando Peraza, Jose M angual, and C andido Cam ero. These m en are not only great drum m ers, but truly w onderful hum an beings w ho offered their valuable tim e and recollections. I hope that this guide w ill assist in developing the creative art of bongo drum m ing and enhance enjoym ent for all who play and listen. Fur ther com m ents for future editions are invited. T revor Salloum K elow na, B.C. 1996 3
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Bongos, as we know them today, were first used in the Cuban music called the son (pronounced sone). The son evolved around 1900 from Oriente province in eastern Cuba. This early rural style included vocals, guitars (tres), bass (botija or marimbula), and percussion. Later the son migrated to the more urban centers and trumpet or cornet was added. By the 1920’s the son had become the most popular dance craze in Havana and soon spread to the United States. The son initially featured the bongos as the only drums. Some of the best recordings that exemplify this style are by the groups Sexteto Habanero, Sexteto Bolona and Septeto Nacional. Later the son montuno, guaracha, bolero, mambo, guajira, and other styles developed, often adding the conga drum and timbales in addition to the bongos. As the music evolved so did the drums themselves. Initially bongo heads were tacked on to wood shells and tightened by the heat of the sun or over a flame. However, the natural skin heads presented tension problems with the change in humidity so that drummers were constantly needing to tune the drums. During the 1930-40’s metal tuning rods were utilized to circumvent the inconve nience of heating the heads. The development of the original bongos to the present day has been preserved with an extensive collection of bongos in the National Museum of Music in Havana, Cuba.



Bongos are perhaps one of the most underrated instruments in modern music. The portability of bongos is one of their greatest attributes. Their compact size and light weight allows easy transport; they require almost no servicing and they are very durable. Other than replacing heads occasionally, most parts last for years. Moreover, bongos are adaptable to many styles of music and have been incorporated in Latin, jazz, rock, folk, flamenco, and symphony. The greater pitch of the bongos also allows greater clarity when performing with other per cussion instruments, and because of their virtuosity the bongosero in Latin music is given considerable license to improvise throughout the music, perhaps more than any other musician in the group. The use of bongos'gained great popularity in the 40’s and 50’s with the advent of the beat generation: bongos were used as primary accompaniment to singers and poets like Kenneth Rexroth. The tonal qualities of the bongos blend well with the voice, as evident in Johnny Hartman’s 1964 recording of “Joey, Joey, Joey” (The voice that is - GRP Records). 5



Bongo drums consist of two hollow, wooden (sometimes fiberglass) shells joined with a center piece (bridge). The shells are single headed and about 6 V2” in height. The smaller drum is called the macho (male) and the larger the hembra (female). The macho is about 7” in diameter and the hembra about 8 - 9" in diameter. The shells of the wooden bongos are usually made from oak, walnut, cedar, wild cherry or mahogany staves that are glued and clamped together. Some shells are constructed from one piece of wood and produce a deeper texture to the sound. In Cuba these drums are referred to as enterizo. The heads of the bongos are usually thinner than conga drums, thus providing a higher pitch and sensitivity. In general, more extensive finger work is utilized on bon gos as compared to congas. Traditionally, heads were made from mule, goat, and cowhide. Now other skins, including kangaroo, are also being used. In addition, used X-ray film is commonly used on the macho head because of its strength and high pitch when tightened. Generally the macho head is thinner than the hembra and usually tuned to a fourth or fifth above the hembra, although tuning is best determined by personal choice and the style of music. For example, in the early son music bongoseros would often tune the hembra very low to produce the moose call or glissando technique (see ORNAMENTATION p. 39). The macho is usually tightened very tight to produce a sharp rim shot. Various companies manufacture excellent bongo drums in both beginner and professional models. Some popular makes include Latin Percussion, Afro, Toca, MOPERC, Gon Bop, JCR, Skin on Skin, and Juniors.



6



B ongos are traditionally played in a seated position with the drum s held betw een the legs. U sually the m acho is on the drum m er’s left and the hembra is on the right.1 B oth feet can be placed flat on the floor w ith the right oriented perpendicular to the left (see photo below ). A lternatively, one foot can be slightly raised off the floor at the heel. This position m ay facilitate raising the m acho slightly higher than the hembra. R em em ber: com fort is the key. The body should be positioned w ith the back kept straight. W rists are placed close to the thighs. In som e m usical situations bongos m ay be placed on a stand to allow faster m ovem ent betw een various percussion settings.



BONGO POSITIONING



.



Photo by T. Salloum ©1995



W hen learning, try not to hold your breath since m any problem s in muscle tension develop from incorrect breathing. Keep arm s, shoulders, back, and neck relaxed. 1 This positioning may be reversed when playing the musical style known as changui. 7



The clave is a rhythm that form s the foundation to m ost Afro-Cuban m usic. It is a point of reference for all instrum ents throughout the song. The specific clave pattern is constantly played or im plied throughout the m usic; it is usually played on an instrum ent know n as claves: tw o hard w ood sticks w hich are held in a specific way to allow m axim um reso nance. There are two m ain form s o f clave in A fro-C uban m usic. Son clave is the oldest and m ost com m on. This is played in the m ajority o f A fro-Cuban m usic styles including son, cha-cha-cha, mambo, guaracha, guajira, etc. The other m ain clave is know n as rum ba clave. A lthough son clave was originally played in rumba (prior to 1950), the rum ba clave is now the preferred clave by the rum beros (players o f rum ba).1
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RUMBA CLAVE bombo



BE T he second note o f the clave is know n as the bombo. This note is often accentuated by certain drum m ers in A fro-C uban m usic. In C uba, clave is usually w ritten as a one-bar phrase; how ever in N orth A m erica m ost m usi cians w rite clave as a tw o-bar phrase: SO N CLAVE (Cuban Style)
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1 In writing the musical notation please note that I have used an unconventional methodology, but a very concise and logical approach. This method is used by instructors at the Escuela Nacional de Artes, Cuba’s premier musical institution. Although usually applied to congas, I have adapted this notation to the bongos.
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Since the tw o-bar notation is m ore fam iliar to m ost N orth A m erican m usicians, this text will conform to the tw o-bar form at.2 The m elody o f the m usic can begin on the first bar or the second bar o f the clave pattern. W hen the m elody starts on the first bar, N orth A m erican m usicians refer to this as forw ard clave or 3-2. A lternately w hen the m elody begins on the second bar, they refer to this as reverse clave or 2-3. C uban m usicians typically do not use this term inology, but play the m elody the way they feel it best fits the clave. Two other rhythm s that are com m on in A fro-Cuban m usic include the cascara and the 6/8 bell pattern. The cascara is a rhythm usually played w ith a stick on a shell o f a drum or a piece of bam boo called a gua gua. U sually the pattern is played with tw o hands.
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N ote that the right hand is actually playing rumba clave while the left plays the rem aining notes o f the cascara. The 6/8 bell pattern is a rhythm that is used in rum ba Columbia, bembe, and other rhythm s indigenous to W est Africa. It is usually played on a hoe blade or cowbell:



BELL PATTERN Clave 6/8



N ote the relation o f the clave to the 6/8 bell in the above exam ple. The clave represents the accented notes o f the bell pattern. The three patterns: clave, cascara, and 6/8 bell can be utilized in bongo drum m ing to de velop greater poly rhythm s. The chapter on exercises will elaborate further on the topic o f polyrhythm s.



2 For a more complete discussion on clave, see Salsa Guide Book by Rebeca Mauleon or Afro-Cuban Rhythms for Drum Set by Frank Malabe and Bob Weiner.
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A variety o f strokes are incorporated in bongo drum m ing. Although no standard notation exists, I have, as previously explained, utilized notation that is sim ilar to that w hich is used at the E scuela N acional de A rte de Cuba.



1) Open - U sually played with the index finger, m iddle or first three digits sim ultaneously. Finger strikes the edge o f the drum and rebounds off the head. Stroke is executed with the distal1 V3 to 2h of digit. Strokes placed closer to the edge o f rim produce the higher pitch rim shot.



J



2) Muff - played by striking the head w ith the first three fin gers and trapping the air betw een fingers and head without rebounding. Stroke is executed w ith the distal V2 o f digits w hile m aintaining hand in the flat position.



3)



X



Slap - Closed: played by striking the edge o f the dr the cupped hand w ithout rebounding (like grabbing the head o f the drum). Open: played by striking the head with a cupped hand and allow ing the fingers to rebound, but the heel rem ains in contact w ith the edge o f the drum . Open and closed slaps can be used interchangeably.



4) Muted stroke - played by lightly pressing the left thumb and thenar em inence against the head w hile striking with the right index finger.



MANOTEO (heel toe movement)



J



(i) Thumb Strike (heel) - played by striking sim ultaneously the left thum b and thenar em inence against the drum head. W hen playing the m artillo, the thum b rem ains on the head until the next stroke is com pleted.



(ii) Finger Strike (toe) - played by sw eeping the palm o f the left hand across the drum head tow ards your right leg. This stroke is executed alm ost parallel to the axis o f the bongos by rotating the left wrist. 1 Throughout the text I have chosen to use anatomical names of reference (e.g. distal, proxi mal, thenar eminence). Although these words may not be fam iliar to most readers, they are very specific terms which should clarify the correct position being discussed. Please refer to the glossary for further definitions.
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Perhaps the m ost im portant rhythm on the bongos is the “m artillo ” (m eaning ham m er). The m artillo functions m uch like the ride cym bal in jazz drum m ing or the tum bao o f the congas. It creates a groove upon w hich im provisation can be explored. The martillo also com plem ents the conga pattern by reinforcing the left hand o f the conguero (conga drum  mer). The m artillo is a rhythm pattern that can be used in m any styles o f m usic and is not confined to Latin music. The rhythm ical feel o f the tune will dictate w hether the m artillo is appropriate. (See HA N D PO SITIO N S p. 12.)
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Hand Positions for Martillo



Position No. 1 - M uted stroke



B eat 1 Position No. 2 - (L) Finger Strike



Beat 1 +



Position No. 4 - (Q Thumb Strike



Beat 2+



Position No. 6 - (fifiFinger Strike



Beat 3+



Position No. 3 - (^ fin g e r strike



Position No. 5 - M uted stroke



Position No. 7 - (R) fin g e r strike on hembra



Beat 3



B eat 4 Position No. 8 - (QThum b Strike



Photos by AlSalloum ©1995
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Beat 4



The Manoteo Variation W hen playing the m anoteo, tw o m ain styles can be em ployed. An alternative to the basic pattern (see M A N O T E O p. 10) is to em phasize the fingers instead o f the wrist. This m ethod accentuates the upbeats o f one and three, as in the follow ing exam ple.
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Finger strike (toe) variation: manoteo Instead o f rotating the left wrist, flex and extend the fingers with slight extension o f the wrist. W hen executing this m ovem ent, the fingers strike the distal side o f the head, m oving across the head tow ards the proxim al edge of the drum. This stroke finishes a few inches off the proxim al edge o f the drum . This m ovem ent is perpendicular to the axis o f the bongos whereas the previous m ethod m oves parallel to the axis.
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MARTILLO VARIATIONS SON CLAVE



. II.



i



a



i



a



m



7



a



h



J



i



BASIC i



/



s ft ~



11



m &



x



K



't



G



R



L



R



L



R



L



R



VARIATIO NS l • > —4 II k ~ R L



&



't



m



f t _______ ____



't



(X



5



■i



1



L



R



L



R



L



R



-



L



R



L



R



« = (



a



i



R L



R L



R (



L



C )



L



R



L



R



i L



2 ■■■■■■■ 4



'b R



—



--



— >



II g °



... L



R



L



R



x



#



&



't



L



# R



3 ■I



fir 't 4



J *



R



a



R L



R L



a



© -t



R (



R



L



i 4



L



)



•



a



R ( L ) R L R L R ( E )



R



m " 53 .



L



R



L



R



L



, T



R



L



#5



09 tf



R



L



R



L



R



L



R



1 . II



L



c- J s —t



a R



#



. L



# ..



R L



»T -



x



# ©



* L



R



L



Note: (R) o r (L) indicates rim shot The m artillo can be played w ith the rim shot on the 4+ in the 3 or 2 bar o f the clave. The bongosero will interpret the phrasing of the m usic and place accents and variations w here most appropriate w ithin the context o f the music. W hen playing the m artillo a m uted stroke is usually preceded by a left thum b strike. W hen a m uted stroke is not preceded by a thum b strike, the bongosero can either interpret the m uted stroke as a rest or quickly place the left thum b against the m acho before executing the m uted stroke.
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MARTILLO VARIATIONS On Upbeat of Three (3+)
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THE BOLERO Probably the slow est style o f Latin m usic is the bolero. It is sim ilar in tem po to ballads in jazz. In the bolero the bongosero can utilize the m artillo or play com m on variations as outlined below. This first variation adds the left-hand fingers utilizing the 5th, 4th, 3rd, and 2nd digits and striking consecutively. J 7 T
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The second variation incorporates a rhythm sim ilar to the rhumba. Please note this is not the C uban rumba, but refers to the m usic/dance craze that was popular in the U nited States in the 1950’s. ii
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BONGO BELL As noted previously, m any m usical styles traditionally utilize the bongo drum s. These styles include son, son m ontuno, guajira, guaracha, mambo, bolero, and salsa. In these styles the bongosero plays the martillo, variations, and fills. D uring the m ontuno section (call and response) or sections o f greater volum e, the bongosero will often put dow n the bongos and play the cowbell (also know n as cam pana and cencerro), playing one o f tw o prim ary patterns.



C - closed end or edge o f cow bell O - open



Bongo Bell - Pattern 1
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Traditional / Non-Traditional Rhythms In m any other styles of m usic, the bongos have been adapted although not traditionally used. Som e exam ples o f these include rumba, danzon, songo, 6 / 8 (Cuba), plena, bomba (Puerto R ico), m erengue (D om inican Republic), bossa nova, sam ba (Brazil), rock, and jazz. In the follow ing exam ples the rhythm s for the bongos can be used w hen the bongosero is the only percussion instrum ent or to com plem ent other percussion instrum ents in the group. T hese rhythms m ay also be used as exercises to im prove dexterity and provide further ideas for solo ing. 20



JAZZ W hen playing jazz rhythm s on the bongos the eighth notes although w ritten as even ( J ” J ) are actually played w ith a triplet feel ( J T 3 ) • This is sim ilar to drum -set notation in jazz. The follow ing variations can be utilized when playing jazz. Also, try to create your ow n variations using com binations o f these exam ples. \ ----- ---------57----- mJ----. ---------f ----- *
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PACA The p a ’ ca is a C reole rhythm that has been popularized by Changuito, form erly o f Los Van Van, and A nga, o f Irakere. A lthough there are specific bongo patterns to this rhythm , w hen the conga drum is absent the bongosero can play the conga pattern on the bongos. PA CA - Clave
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W hen playing the conga pattern a stick is held in the left hand and strikes the shell o f the drum. O ccasionally the drum m er w ill strike the drum head w ith the stick w hen im provising on the rhythm . The right hand plays on the drum s as indicated. PA CA: Conga adaptation to Bongos
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Fills on the bongos can be used at the discretion o f the bongosero. They should be tasteful, not over played, and alw ays congruent w ith the clave. Fills can be created from listening to rhythm ic phrasing o f the other instrum ents in the band, vocalists, or the rhythm o f the m elody. W hen practicing fills, initially play the fill alone. T hen practice play ing in four-bar phrases to develop fluidity in m oving to and from m artillo to fills. For exam ple, w hen playing a one-bar fill, play three bars o f m artillo and one bar o f fill. For tw o-bar fills play tw o bars o f m artillo and tw o bars o f fill. This transition should occur w hile m aintaining the correct pulse and clave. Once you have m astered the m artillo w ith fills, try com  bining various fills together to create a solo. In solos the bongosero is given considerable liberty to create. Solos are m ade interesting by starting w ith sim ple patterns, then increasing their com plexity. Also, m elodic pattern and conversation betw een tw o drum s w ill enhance the solo. The bongosero functions sim ilar to the quinto (solo drum ) in rumba, playing a variety o f tones to create color and texture to the music.
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POLYRHYTHMS Practice playing one hand (A) on the macho w ith the other hand (B) on the hembra, then switch.



A



B



1



son clave



pulse*



2



rumba clave



pulse



3



cascara



pulse



4



cascara



son clave



5



cascara



rumba clave



6



6/8 bell



pulse (2)



7



6/8 bell



quarter (4)



8



6/8 bell



eighth (8)



9



manoteo (quarter)



cascara



10



manoteo (eighth)



cascara



11



manoteo (sixteenth)



cascara



12



manoteo (quarter note triplets)



cascara



* As an alternate ex e rcise try replacing upbeats for the pulse.



For further exercises see Stick Control f o r the Snare D rum m er by George L aw rence Stone. This text can be easily applied to the bongos to build coordination, endurance, and strength. As well, m any other texts w ritten for drum set can be applied to the bongos. Substitute the bass drum line for the hem bra and snare for the macho. This practice w ill increase your repertoire o f ideas and facilitate greater creativity.
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Several form s o f ornam entation, such as the m oose call, are used w ith the bongo drum s m uch like the conga drums. These sounds provide a variety o f tones to add color to the music. The “m oose call” was developed with the advent o f the son, although this technique m ay be traced to other styles o f A frican drum m ing. The bongosero slides a w etted m iddle finger, supported by the thum b o f the sam e hand, across a slackened hem bra head. The friction o f rubbing against the head produces a sound sim ilar to a moose call, hence its nam e. Som e refer to this technique as the “glissando.”



POSITION FOR MOOSE CALL



Photo by A1 Salloum © 1995



A nother popular sound is achieved by pressing and m oving the left thumb and heel o f the hand from the distal edge o f the drum to the center, while striking the proxim al edge o f the drum w ith the right index finger. A similar technique is used w ith the elbow in conga drum m ing. This tech nique produces an ascending pitch or descending pitch, if done in reverse, and can be executed on either the hem bra or macho.



PITCH TECHNIQUE



Photo by A1 Salloum © 1995



One technique described by H um berto M orales in his text, Latin-Am erican R hythm Instruc tion, involves playing the bongo bell pattern on the shells o f the bongos. The bongos are held upright on the knee, w hile striking the shells w ith a stick: the sm all shell plays the closed tone of the bell, w hile the hem bra shell sim ulates the open tone o f the cow bell. A lthough this tech nique is rarely used, it dem onstrates the variety o f application and the unlim ited potential for creating sounds on the bongos.



BELL PATTERN ON BONGOS



Photo by A1 Salloum © 1995



Instead o f striking the bongos w ith the hands, occasionally, sticks are used. T his technique can be em ployed for greater volum e, especially w hen a m ore non-traditional approach is de sired, i.e. in a rock setting or w hen the bongos are on stands. Sticks can also be used in sim ulat ing other percussion patterns w here a stick is com m only utilized (e.g. merengue, p a ’ca). In C uba m any bongoseros w ill play a maraca and/or cow bell w ith their right hand while playing the bongos with their left. This is especially useful when extra percussionists are not available. T he bongosero will often place the cow bell on a chair w ith a tow el that lim its m ove ment and dam pens the sound. Som etim es the cow bell is hit with a beater or a maraca.



MARACA/BELL TECHNIQUE



Photo by A1 Salloum © 1995



As m entioned previously, the bongo requires very little care and m ain tenance. As w ith any w ooden instrum ent, try to avoid exposing bongos to rapid change in tem perature. W hen m oving from a cold to a heated envi ronment allow tim e for the drum s to adjust to the tem perature change before playing. R apid contraction and expansion o f the w ood m ay cause cracking betw een the w ood staves. O ccasional application o f lug lubricant can prevent rust and facilitate easier adjusting of tension screws. H eads can be kept clean w ith a m oist cloth. The heads should alw ays be loosened w ith a w rench w hen one is finished playing. T his will preserve the life o f the heads and prevent over stretching. T he m acho heads w ill require replacem ent m ore often than most hand drum s because o f their extrem ely high tension. The head can be replaced easily or a m ounted head can usually be purchased from a m usic store.



HEAD REPLACEM ENT To change bongo heads you w ill need a few tools: long nose pliers, sharp knife, scissors, replacem ent skin w ith diam eter o f at least 4" greater than the shell, and skin w ire about V16" larger than the outside diam eter o f the crown.



BONGOS



1) Separate m acho and hem bra at the bridge to perm it easier rotation o f the shell during head replacem ent. 2) Soak the new skin in lukew arm w ater until pliable; usually this w ill take about 1-2 hours for a thin head ( 1/ 32"-1/ i 6 n) 41



3) Place skin over top o f the shell. D eterm ine the top side o f the skin by lightly scraping your fingernail on skin. If it leaves a m ark, this is the bottom o f the skin. The top is m ore shiny and resistant to m arking. 4) The next procedure is perhaps the m ost challenging. First place the skin w ire on top o f the skin, then gather the skin edges tow ards the center, placing the crow n on top. 5) A ttach the lugs to the nuts very loosely to allow m ovem ent o f the skin. 6



) C arefully pull the skin w ith pliers around the skin w ire and under the crow n, to rest betw een crow n and shell o f drum . The edges need to be pulled taut and uniform ly around the circum  ference to rem ove w rinkles. A curved appearance to the underside o f the skin is norm al.



7) O nce all the skin is pulled through, the lugs can be tightened ju st enough to bring the top o f the crow n about 1" from top o f the head or about 1/4" above the desired playing position. As the head dries it w ill contract slightly. 8



) The next step is trim m ing the excess skin. C aution should be exercised to avoid cutting the new head w hile trim m ing. U se the top o f the crow n as a guide. I usually trim w ith scissors or knife in one hand and pliers holding the skin in the other hand. Placing a flat piece o f stiff cardboard betw een the cutting tool and the skin will help protect against nicking the new head.



9) Once m ounted, the head is left to dry. This usually takes 1-2 days but w ill depend on hum id ity, thickness o f the skin, etc. M ake sure it is com pletely dry before tightening. Tighten clockw ise, gradually, m aking sure the crow n is parallel to the top o f the shell. U se the sam e num ber o f turns per screw to allow even tension. It is safer to w ait for a few days o f playing before tightening the head fully. R em em ber to slacken off tension o f the screw s after play ing. This preserves the life and quality of the head.



42



Some bongo accessories that are useful include salve, finger tape, case, 1/2" w rench and pouch, extra skins, lug lube, m etronom e, drum m achine and recordings o f great bongoseros (see R ESO U RCES p.59).



Calendula salve is one o f the m ost natural and beneficial substances for the skin o f the hands. It acts as a lubricant, prevents cracking and en hances healing. It is available at m ost health food stores or pharm acies. Som etim es tape m ay be necessary w hen playing for long periods or when hands have becom e too dry. Standard 1 V2 cm w aterproof adhesive tape works w ell and is available at m ost pharm acies.



Bongo cases help protect the drum s and facilitate carrying o f drum s and accessories. Special cases are available from the m ajor drum com pa nies or other suitable canvas cases are available from arm y surplus stores that can be adapted for use. Most bongos use V2 " bolts w ith corresponding tension screws. For convenience a leather pouch can easily be constructed from a few pieces of leather and lace to hold a V2 " w rench. This can be tied to the bongos and allows easy access w hen playing or transporting.



LEATHER POUCH FOR WRENCH



Photo by T. Salloum © 1995



Try to have a couple o f extra skins for the m acho w hich breaks m ore frequently. Skins are available from m ost drum stores or leather shops. A metronome is a valuable tool to develop steady tim e for any m usi cian. Moreover, a drum machine can be program m ed to play clave or other percussion pattern. Practicing w ith a drum m achine can allow you to hear how the m artillo or variation fits w ith the other percussion instru ments.



JA C K CO STA N ZO Interview M arch 5 and 26, 1995 T .S.



W here w ere you born and w hen?



J.C.



Y o u ’ll never get w h en , but w h ere y o u ’re w e lc o m e to (laughs) C h icago, Illin ois (north side).



T .S.



W h o w ere your parents?



J.C.



Martin C ostan zo, V irgin ia Jean S ances.



T .S .



W h y did you c h o o se the b on gos?



J.C.



I w as a dancer b efore I w as a b o n g o drum m er. M arda, on e o f m y w iv e s, w as m y dancing partner; then she w as a sin ger in m y first band. Later she ch an ged her nam e to M arda S axon as a stage nam e. W e u sed b on gos in our act.



T .S.



Jack Costanzo, 1959, from the Leant to Play B o n g o LP.



Y o u ’re Italian, right?



J.C.



R ight, origin ally from C h icago. M y fam ily is from S icily .



T .S .



Can you talk a little about so m e o f you r early in flu en ces regard ing b ongos?



J.C.



T here w ere n one around C h icago.



T .S .



T here w ere no contem poraries?



J.C.



N o , I w as fortunate to b e the first on e to g et so m e exp osu re w h en I w as in Stan K en ton ’s band in ’47 . T hat’s w h en w e introduced b o n g o s into jazz.



T .S.



S o y ou grew up in C h icago.



J.C.



W ell, I left C h icago very early. W h en I m et m y w ife -to -b e and w e b ecam e a p rofession al dance team and w e toured all o v er the m id -w est. S o I left C h icago w h en I w as 15 or 16 years old.



T .S .



W here did you g o from there?



J.C.



A fter touring for a year or tw o w e w ent to N e w Y ork...



T .S .



W hat kinds o f drums do you prefer?



J.C.



E ventually I b ecam e a very w ell-k n o w n m u sician and I en d orsed a pair o f b on gos call “C ostanzo b o n g o s” w ith a com pan y called V alje. T h at’s all I use. I w as in at the b eginn in g o f that com pany. E ven tu ally I w ith d rew from that endorsem ent.



T .S .



D o you have a preference for any type o f skins?



J.C.



A m u le skin w h en I can get it. T h ey call them kip gut.



T .S .



D o you have any idea w h en the first tunable b o n g o s cam e on the scene?



J.C.



The first pair I ever saw I b ought from som eon e in 1946, but I think I sold them , b ecau se I w as still heating th em in 1947 w ith K enton and w h en I w as w ith N at K in g C o le in ’4 9 and ’50.



T.S. J.C.



W hen w ere y ou w ith N at C ole? I w as w ith N at C o le for alm ost fiv e years from the end o f 1949.



T.S.



H ow did that w ork out, adapting the martillo w ith the sw in g sty le o f ja zz?



J.C.



T he prob lem w a s that y ou p layed eighth notes w ithout adjusting so m e o f the feelin g s. Y ou w ere p layin g eigh th n otes against a gu y p layin g jazz, playin g a dotted eigh th and a sixteenth on the hi-hat and it w a s a terrible contrast, friction. W hen the b on g o s fin a lly did b eco m e u sed a lot in jazz, drummers and b ass players w ere g oin g crazy over the Latin gu y s p layin g eigh th notes.



T.S.



D id y o u h ave co n g a s, too?



J.C.



W ith N at C o le I p layed m ostly con ga drums. I played b o n g o w ith N at on a lot o f records like “G o B o n g o .” E igh ty percent o f the tim e I played con ga



Jack Costanzo with the Nat “King” Cole trio in 1949.



drums w ith N at. It w as u sed m ore as a sw in g instrum ent b eca u se w e d id n ’t u se a regular drummer. T.S.



Can y o u recom m en d a sp ecific album that w ou ld best ex em p lify your sty le w ith N at?



J.C.



There is a title o f an album that I ’m on called T h e Best of the N a t K i n g Cole Trio (C apital). On it is a song ca lled “B o p K ick .” It is a g o o d exam p le o f m y style at that tim e, but through the years I ’v e ch anged co m p letely . I ’v e learned an aw ful lot. N o w I p lay better Latin than I did.



T.S.



Can y o u g iv e m e an exam p le o f h ow your style has changed?



J.C.



T he sty le o f p layin g rhythm h asn ’t changed. M y tim e is the sam e. T he broken rhythm parts o f Latin p laying - I ’v e b een able to do m ore w ith that than I did. W ith K enton and N at C o le I co u ld n ’t do that as w ell. I did so lo s but th ey ’re not the sam e kind o f so lo s I w ou ld do n ow .



T.S.



W ere th ese g o o d ex p erien ces - p layin g w ith K enton and C ole?



J.C.



Fantastic! B efo r e that I had ju st w orked w ith Latin bands. T he L ecu on a C uban B o y s, R en e T ouzet, B ob b y R am os. That w as from the b eginn in g o f 1946.



T.S.



I understand y o u p layed w ith Frank Sinatra?



J.C.



I recorded w ith Sinatra and I w as on his T V sh ow s. I did a recording



w ith Sinatra ca lled “I ’m gonna live



till I d ie .” Y o u h ave probably heard o f it. It w as a single. T.S.



W ere there other p eo p le you p layed with?



J.C.



Sure, y o u ’ll reco g n iz e a lot o f them . A fter N at C o le I w orked w ith P eg g y L ee. T hen I w orked w ith a frantic entertainer w h o se nam e w as Frances Faye.



T.S.



I heard an album o f hers that you p layed on.



J.C.



W as that ca lled C a u g h t in the Act. T hat’s the on e you sh ould hear.It’s on sam e ow n er. T hat’s a record I w as really p leased with.



45



C resendo or G N P. It’s the



T .S.



I understand that you w orked w ith Arm ando Peraza or Jose M angual.



J.C.



I p layed w ith them , but d id n ’t w ork w ith them . Arm ando and I are very g o o d friends. W h en I w as with K enton, w e recorded a son g called “Peanut V endor” w h ich b ecam e very b ig. W e u sed part o f M ach ito’s rhythm sectio n on this record. Jose M angual w as on co w b e ll, M achito p layed maracas, C arlos V idal p la y ed co n g a drum s, and I w as layin g dow n b on gos. Arm ando and I h ave never p layed in the sam e group, but I rem em ber h aving a fabulous jam sessio n w ith ju st he and I in San F ran cisco w hen I w as w ith N at C o le. In fact I still rem em ber - 1 had such a ball! H e ’s a m arvellous player! A rm ando, besides b ein g a great con ga drummer, is a great b on go player. Y ou should talk to A rm ando and M anny O quendo. H e ’s a typical m arvellous b on go player o f the last decad e or so. Y ou should k n ow that M on go Santam aria p lays great b on gos. O ne o f the best that w as ever around died som e years b ack and he w orked w ith Paul A n k a for eigh t to nine years. H is nam e w as C hino P ozo. C h ino w as a great b ongo drummer. I rem em ber w h en I w as in Cuba there w as a b on go player nam ed R am on cito. I w en t to Cuba in ’5 1, ’5 3 , and ’55.



T .S. J.C.



I heard y ou w ere initiated into the Nanigo. N o , that’s not true. I w a s at a cu lt get-together w ith batas b ein g played and they put the cross on m y forehead. I n ever b ecam e a m em ber o f Nanigo. I’v e p layed som e o f the Santo m u sic. I’v e recorded things in 6/8 lik e L u c u m i and N a n i g o style. T hey all cam e from A frica.



T .S.



O ne article I read felt the b on g o s w ere derived from the bata. D o you think there is any correspondence b etw een the bata and the b ongo?



J.C.



I hadn ’t thought about it until I saw a library b ook w h ich I d o n ’t rem em ber, but it w as an A frican culture b o o k w ith a background in instrum ents and I saw a picture o f very crude b on gos. Y ou lo o k at those drum s and say, “M y G od, I w ou ld lo v e to hit them .”



T .S.



C ou ld I ask y ou a question about the “m o o se ca ll” or glissan d o tech niq ues u sed on the h e m b r a ? T he slid e tech niq ue used on the early son recordings.



J.C.



That ca m e from H aiti, I b eliev e. It’s easy to do on their drums b ecau se they have p igsk in w h ich is rough and y o u g et the traction. It’s m ore com m on on con gas than b on gos. W here the surface is slippery it’s d ifficu lt.



T .S.



Can I ask you about your recordings w ith C rescen d o/G N P records?



J.C.



I put out tw o album s. O ne w ith each label. I put out on e called M r . Bo ngo. That w as 1956. It’s a pretty g o o d album , too. I’m quite sure it’s G N P. T he other on e w as Viva Tirado (1 9 7 1 ) and that’s on C re scen d o . “V iv a T irado” is a son g that w as m ade popular by a group ca lled “El C h ican o.”



T .S.



T here is on e called B o n g o Fever, also.



J.C.



T hat’s m in e on L iberty label. I did about six album s for Liberty. I w as in a contract w ith that com pany. B o n g o F e v e r w as done liv e at the fam ous “Garden o f A llah ” in L os A n g e le s, a club popular ev en in the



days o f R udolph V alentino. T h ey had little b un galow s in the back. In the front there w as a hang-out for m o v ie stars, hookers, and the general public. There w as a lon g bar and a seatin g area and d o w n som e steps to a round dance floor. T hat’s w here w e worked. T h ey rejuvenated it and instituted m u sic again. T hat w a s around 1958-59. That w as on e o f m y m ost fam ous en gagem en ts in L .A . I lo v ed it! T .S .



W hat about a recording you did called D a n c i n g o n the Sunset Strip?



J.C.



G o o d n ess, w h at album is that? Is that w ith T ony M artinez?



T .S.



I d o n ’t k n ow , a friend ju st told m e that you p layed on this album.



J.C.



T h e y ’v e b een putting out com p ilation s album s. T here have been three or four w ith so n g s o f m ine on them . I f p eo p le d o n ’t tell m e about them I d o n ’t k now th ey ’re out. I d o n ’t rem em ber any album called D a n c i n g o n the Sunset Strip, that I have in m y m em ory now . There are several album s o f m in e that the



co m p a n y w en t out o f b u sin ess and m asters w ere sold to other com pan ies. H ave you ev er heard o f T ops?
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I m ade the original w ith th em called Mr . B o n g o C h a - C h a - C h a . S in ce then three other com p a n ies have released it through the years - on e on Clarion. In 1994 so m e gu y in Spain cam e out w ith that album on C D . That album has b een released three or four tim es w ith d ifferen t com p an ies. That m ay be the reason for that title, D a n c i n g o n the Sunset Strip. N on e o f m y origin al records w ere nam ed that. [ed. note - w e later discovered it w a s a n a l b u m with T o n y Martinez o n G N P as J a c k h a d originally thought]



T.S.



H ow o ld w ere you w h en you started p layin g b on gos, Jack?



J.C.



Six!



T.S.



S ix years old?



J.C.



N o , I’m k id d ing [laughs]. I w as a dancer and w as g oin g to a b allroom in C h icago ca lled “M ary Garden B allroom ” ...around 1938. It had tw o ballroom s, on e w as an annex. T he regular b allroom w a s w here everyon e danced straight dancing. T he annex is w here all the p eop le w h o w anted to do Y olan d a and V e le z sty le danced. T h ey allo w ed you to dance any w ay you w anted to, op en d ancing, h igh lifts and the w h ole bit. T he ow n er o f the dance hall, Mr. R ice, im ported a Puerto R ican band to p lay in the annex for about tw o w e e k s and that w as the first tim e any o f us ever heard Latin m u sic in the flesh . It w as a band called M ario D um ont. In that band w as a guy p layin g drums called Sapito; it m eans “little frog.” H e w as a hunch back. On on e o f the num bers he cam e out on the floor and p layed b on gos. M y e y e s w ent out o f m y head. I w a s about 1 3 - 1 4 years old.



T.S.



I w ou ld lik e to ask you about you r future projects.



J.C.



I recorded tw o records o f m ainstream dance things that I’m very enthused about. I think th e y ’re very good and h ave a chart potential. O ne is called C o n g u e r o w h ich is an original that I w rote. T he other is a record that w a s origin ally recorded by Joe Cuba. Joe C uba’s Push. Push. Push. I m ad e a m odern ar rangem ent o f it. It’s kind o f a co o k in g record. N o w I’m trying to get a com p an y to take it o ver and release it.



T.S.



H ow w o u ld you sum m arize the role o f the b o ng os er o in the group? First in the A fro-C uban group, then in jazz.



J.C.



The b o n g o s h ave alw ays b een the salt and pepper o f the rhythm section , as far as I w as concerned. T hey added the sp ic e and the little accen ts and things. W e ’re talking Latin m u sic n ow . In the old days (4 0 ’s) bongos w ere p layed m uch d ifferen tly than they are p layed n ow (in Latin bands). In th ose days there were less o ffb eat rhythm s. In the old days they h in ged m ore on the martillo throughout, then accents with the martillo its e lf and alw ays back to the martillo. T oday that’s changed. Y ou d o n ’t hear very m uch martillo and the sound is ev e n flatter. In the old days the b on g o s had m ore o f a m e lo d ic sound. There



w as a tonal quality to it. N o w they are getting a real flat sound that I d o n ’t lik e as w e ll... T.S.



W hat about w ith jazz?



J.C.



W ith ja z z y o u ’v e got to b e m ore cautious. Y ou ca n ’t b e as adventuresom e. ... y o u ca n ’t get aw ay with too m any offb eats in an estab lish ed ja z z rhythm. If you build a w a ll b etw een w hat y o u ’re doing and what the drum m er and bass p layer is d oin g then y o u ’re not h elp in g, y o u ’re not en h an cin g the rhythm at a ll...if y o u are p layin g the martillo w h ich y o u ’re d oin g m ostly in ja z z (I ca n ’t v isu a lize anything else). U nless y o u ’re d oin g a free form thing w h ich I’v e done. If y o u ’re g o in g to p lay straight b e-b op ja z z or straight tim e, there is very little room or reason to do m any offbeats. O th erw ise, y o u ’re g o in g to get in the w ay o f the drum m er w h o ’s g o in g to b e hitting different things w ith the b ass drum. H e ’s g o in g to be the main p erson in ja z z, not the b on gos. I have alw ays m ade the p oint w h en p layin g straight ja zz to play very little o ffb eat things. Sure an accent here and there - oth erw ise there’s no point in your b eing there. Y ou ’d b e surprised h o w [by] p layin g the straight martillo in ja z z you can co o k a rhythm section. U n less you realize w h en y o u ’re p layin g that y o u ’re adjusting w hat are eigh th n otes into a fe elin g o f jazz, peop le don’t k now it; they think y o u ’re still p layin g eighth notes, b ecau se th e y ’re hearing eigh t beats. There is a feeling that’s g o in g on that you k now y o u ’re d oin g to ja zz. Other than the straight d icky .. d icky., d ic k y -



47



d ock y.. so you can fit into w h at’s happening. T hat’s a feelin g. If you d o n ’t g et that, y o u ’re hurting the rhythm section . ...T h is m ust b e m y literary year [laughs], A b ook cam e out w ith M arlon Brando that I’m in, in a fe w spots. I u sed to p lay a lot w ith M arlon m any years ago. W e used to jam quite a bit. T .S.



W hat d o es he p lay?



J.C.



M arlon is a co n g a player, he lo v e s con gas. H e w as addicted to them in th ose days. W e u sed to take them on the set and p lay in the dressing room b etw een takes on G u y s a n d Dolls. I did so m e o f the sound takes. ...H e w o u ld n ’t g o an yw here w ithout his drums. H e used to call m e from Europe. “S en d m e som e sk in s.” H e w as a fanatic! A lso , he played w ell for a non- professional.



A R M A N D O PERAZA Interview M arch 11, 1995 T .S.



W h en w ere you b om ?



A.P.



I w a s born M ay 3 1 ,1 9 2 4 in H avana, Cuba, man. (O ne city called L aw ton B atista, a suburb o f H avana)



T .S.



W h o w ere you r parents?



A.P.



M y father w a s an architect; he b uilt that city called L aw ton. H is nam e w as Jose Peraza and m y m other w as Francisca.



T .S.



D o y o u h ave any children?



A.P.



Y e s, I have on e daughter.



T .S.



Is it true that you are a cou sin to M on go Santamaria?



A.P.



N o , n o, n o, M o n g o is a friend. W hen I started m y career, M on go, he had already b een p layin g. M on go w as on e o f m y favorites. I
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w as a dancer and I used to g o to all th ese p laces called the academ y, w atch in g M o n g o p lay. I never ex p ected to be a b o n g o player; m y thing w as athletics. I w as a runner and I w as a g o o d baseb all player. I w o u ld hang around and they w o u ld ask m e to play. O ne w as C onjunto L os D an d ies (C h in o P o z o ’s C onjunto) w here M on g o w as the b on go player. C onjunto K ubavana w as w here I really established m y s e lf around 1 9 4 4 - 4 7 .1 u sed to g o and play for the cabarets. T.S.



W h en did you co m e to the U .S .?



A .P.



I ca m e to the U .S . in 1 9 4 9 .1 w en t to see M on go in M e x ic o , b ecau se he w as sick. T hen w e jo in ed a group ca lled T he Cuban D iam on d and w e w ent to N e w York. W e p layed in a p lace ca lled the Latin Theatre. It w as located at M adison A v en u e and 125th Street at that tim e. W e did a te le v isio n sh o w w ith M ilton B erle at the W aldorf-A storia. T hen w e played at on e club called H avana M adrid. T he ow n er w as the m anager: a b oxer nam ed K id G avilan. H e w as the cham pion o f the w orld. W h en I arrived in N e w Y ork I w en t to the Palladium w ith M ach ito’s band. That night... M achito let m e sit in and play. Charlie Parker w a s there. That w as 1949. M achito had a record date. T he drum m er w as B ud d y R ich w ith C harlie Parker and Flip P hillips. T he arranger w as C h ico O ’Farrill. W e recorded that album w h ich w as very su cce ssfu l. It w as even tu ally a Latin/Jazz album . T he nam e o f the album , I forget it. [ed. note pr ob a b l y “A f r o - C u b a n Jazz Suite”] I d on ’t k now i f m y nam e is there. A s a matter o f fact in that sessio n



there w a s Jose M an gu al, too. I think also there w as L ouis M iranda. I p layed b o n g o s and co n g a s. In that year, 1 9 4 7 ,1 p layed w ith D iz z y G illesp ie at the B lu e N o te in C h icago. I sat in w ith D iz z y , but I d ecided to g o w ith S lim G aillard not w ith D izz y . That w as 1949 or 1950. T .S.



W here did you g o from there?



A .P.



W e p la y ed at the A p p o llo Theatre. I had the p rivilege to travel w ith S lim G aillard all o v er the U nited States. T h is is w h en I arrived in C alifornia.
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T.S. A.P.



W hy did you c h o o se C alifornia versus N e w York? I liked San F ran cisco y ou k now . I played w ith quite a few p eop le. A s a matter o f fact I p layed in the b eginn in g w ith D a v e B rubeck and Cal Tjader. I w as the on e w h o introduced Cal Tjader to p layin g Latin jazz.



T.S.



W hat year did you p lay w ith Cal Tjader, Arm ando?



A.P.



I think it w a s in the 6 0 ’s. I m ade on e album called R i t m o Caliente. T hen



I p layed w ith Cal Tjader quite a



few years, c lo se to eigh t or nine years. I m ade an album w ith Cal Tjader then, but I



w a sn ’tp laying with



Cal then. G eorge Shearing arrived from N e w Y ork and his bass p layer w a s A1 M cK ib b on. A1 M cK ibbon played w ith D iz z y G illesp ie. W hen G eorge Shearing arrived in C alifornia A1 M cK ib b on told him there’s a gu y ca lled A rm ando Peraza, b ecau se C andido m ade a few records w ith G eorge Shearing. M cK ibbon told h im there’s a gu y in C alifornia. H e can play. I stayed w ith G eorge Shearing tw e lv e years. Then w h en I cam e back to C alifornia I started w ith Cal Tjader. T.S.



W hat years did you p lay w ith Shearing?



A.P.



In the 5 0 ’s man.



T.S.



6 0 ’s also?



A.P.



Y es. T hen I put in quite a fe w years w ith Santana. I started w ith Santana, I think it w as the 7 0 ’s.



T.S.



D id y o u p lay at W ood stock ?



A.P.



N o , no, I d id n ’t p lay at W ood stock .



T.S.



On so m e o f the album s?



A.P.



On a lot o f album s. Caravanserai and Boboleta, all very su ccessfu l album s. For m e and T o m C oster the keyboard p layer, w e brought a different evolu tion to the band. I put in quite a fe w years w ith Carlos. Then I retired in 1992.



T.S. A.P.



Can I ask, g o in g back to w h en you w ere you n g, w hat attracted you to the b on gos? ...I u sed to lik e it but d eep ly I never w anted to be a m u sician, for the reason all the m u sicians w h o work after hours, they all get very sick. B ut I had a natural ability. N ob od y taught m e anything. I learned on m y o w n from listen in g to records you know , in Cuba, in that environm ent.



T.S.



W h o did you listen to? S exteto H abanero?



A.P.



Oh, o f cou rse! A ll th ose gu ys and M on go, you know . O h, there w as a lot o f p eop le. O ne guy called F eliberto and Y ey ito .



T.S. A.P.



D o y o u k n ow A ndres S o tolon go? I d id n ’t k n ow h im w e ll, but I heard o f him . T here w as A n toli... G od! It’s too m any p eop le to rem em ber now .



T.S.



Y e s, it’s a lo n g tim e ago.



A.P.



4 0 -5 0 years.



T.S.



S o y o u learned on you r ow n , no teacher?



A.P.



N o teacher. I created m y o w n technique. A lot o f p eop le right n o w p lay tw o or three con g a s. I used to do that... I u sed to p lay three con gas and b on gos at the sam e tim e. Find



the album ca lled G e o r g e Shearing



o n Stage y o u can see that, on C apital records. I w rote a lot o f so n g s w ith G eorge Shearing.



T .S.



Can y o u g iv e m e so m e nam es o f som e recordings w ith your style?



A .P.



...m o stly C al Tjader and G eorge Shearing. Y ou have to find G eorge Shearing Latin Affair, Latin E s c a  pade, M o o d Latin. That w ay y ou see m y contribution to G eorge S h earin g’s m usic. T h ese are in the 5 0 ’s



and 6 0 ’s. T hen Cal Tjader R i t m o Caliente. T here are quite a fe w album s I d o n ’t rem em ber n ow . 49



T .S.



D id they ev er m ake any film s you m ight have been in?



A.P.



O ne w ith C al Tjader, that’s all. I d o n ’t rem em ber the nam e.



T .S.



W h o are your favorite b o n g os er os ?



A.P.



It’s hard to say, m an, b eca u se there are too m any g ood on es. There w as on e gu y called C hino he used to p lay w ith P erez Prado. Y e y ito w as fantastic! C hino P ozo w as fantastic! T o o m any, it’s hard to say. W e had on e gu y in C uba he n ever had the recognition. H e w as a master. H is nam e w as M ario. H e used to p lay w ith a C onjunto called “B o lero .” In that environm ent I w as su rviving. I have recogn ition in Cuba for m y contribution on b o n g o s. T hen Patato V ald ez played w ith m e. H e played co n g a s w ith m e in the C onjunto K ubavana. Patato V ald ez w as on e o f the creators. V ery m elod ic. H e p layed w ith M achito. A lot o f p eo p le learned a lot o f things from Patato. D o n ’t let anybody fo o l you.



T .S.



D id an yone do a story on you ?



A .P.



I w as selec ted by the S m ith sonian Institute for the Center for Jazz H istory b ecau se o f all the different ja z z m u sician s I p layed w ith.



T .S.



W hat about the slid e tech niq ue, the glissan d o that sounds lik e a grow l? W h en they slid e the finger across the h e m b r a ?



A .P.



It’s hard to d escrib e it b eca u se everyb od y has a different technique. I u sed to use fin gers, slap and co m b in a tio n s, g iv in g a different characteristic to the b on gos. W hat happens is, for differen t m ovem en ts m u sica lly , y o u h ave to have a disciplinary approach to play. Bolero is p layed differen tly. S o n m o n t u n o is p layed d ifferen tly, g u a r a c h a is p layed differently. Each has a different con cep tion ... T od ay b o n g o s h ave a lot o f freedom . T oday the m u sic w e play, e sp ec ia lly ja z z, has a lot o f different in flu en ces. E uropean in flu en ce, B razil in flu en ce, A fro-C uban in flu en ce. It is no lon ger ja z z that you used to see w ith C ount B a sie, B en n y G oodm an. Y ou understand w hat I m ean? Jazz today is different.



T.S.



H o w do y o u feel the role o f the b o n g o s e r o has ch anged from the 3 0 ’s or 4 0 ’s to now ?



A.P.



N o t too m uch b ecau se I see all th ese p eop le play a lot o f things I used to p lay .... y ou put m e w ith the m u sic, I p lay w ith the m u sic. I m o v e m y m u sicality according to the m u sic that I am interpreting. If it’s Cuban m u sic, I play the Cuban style. If it is A m erican m u sic I try to fit m y s e lf to the A m erican m usic. T o o m any p eop le stay traditional. I can play traditional, but m ostly w hat I try to do is m o v e according to the m u sic I am playing.



T .S. A.P.



I understand you w rote som e son gs? O h, a lot o f so n g s, man. M on go recorded for m e, Santana... I m ade a lot o f m u sic w ith Santana.



T .S.



W hat kind o f drums do you lik e to u se and what skins?



A.P.



...the natural skin is the real thing, but I w ant to exp lain to you som ethin g. A lot o f p eop le say to you this co n g a is no g o o d , this b on go is no good . T he problem is you control the b o n g o s, the b o n g o s d o n ’t control y o u . I can play on a p iece o f w o o d , right... P eop le ex p ect the b on go w ill play for them . Y ou have to p lay the instrum ent. I d o n ’t care what it is. I have to m ake a sound. I find a w ay to m ake a sound.



T .S.



W h en did y o u have your first tunable bongo?



A .P .



O h, a lo n g tim e ago. I w as on e o f the first to have that.



T .S.



W hat year did y ou have a tunable bongo?



A.P.



Probably around 1945. It w as m ade for this guy, he w as a drummer: S erevin o - in H avana, you know . I brought it here to the U nited States.



T .S.



S o w h en y o u ca m e to the U .S ., you w ere not heating up your drum heads.



A .P.



N o , not here; in Cuba, yes. I used to use a sp ecial lam p that w e created w ith k erosen e and then w e tuned it. W e u sed to u se a skin called “p e n g a m i n o . ” C am e from lik e a very y ou n g co w . A ll the b o n g o s in



Cuba w ere m ah ogan y and they still are. There w as a guy in m y country that M on go used, right there in m y n eighb orh ood called V elgad a. H e m ade all th ese Cuban con gas and b on gos. O ne solid p iece and I still have it! ... T.S.



A rm ando, I d o n ’t w ant to take up a lot o f your time.



A.P.



N o , no, it’s a pleasure, man. It’s a pleasure.



T.S.



Thank y ou . Thank you very m uch!



JO S E M A NGU AL Interview M arch 19, 1995 T.S.



W ho w ere you r earliest in flu en ces?



J.M.



Isaac O lv ie d o w as a tres player in Cuba. W hen I w as a kid about n ine years old I heard a record that w as p layin g in the street. I w as listen in g to this fabulous tres player. That opened the door for m e to play Cuban m usic...



T.S.



D o y o u k n ow w h o the b on go player w as?



J.M.



I d o n ’t k n ow b eca u se w e d id n ’t have too m uch o f the Cuban players co m in g to Puerto R ico to play. T hey w ou ld com e in sp oradically. I u sed to hear a program from San Juan every day from 12-1. S ep teto Puerto R ico w as the nam e o f the group and th ey had a b o n g o player. T hat’s h ow I becam e interested in p layin g the b on gos.
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T.S.



Can I ask you about the equipm ent you use? D o you have any preferences for the drum s or skins?



J.M.



I lik e the w o o d en b on g o s and the skins have to be high pitched, not too thick (m ed iu m ). On the island w e used goat, but here w e u se calf.



T.S.



D o y o u lik e m ah ogan y or oak b on gos?



J.M.



O ak is the best one. It’s a little heavier but lasts a lon g



T.S.



Y ou p la y ed w ith A rsen io R od rigu ez I understand?



J.M.



I recorded w ith him - ju st recorded w ith him .



T.S.



A nd M achito?



J.M.



tim e and better sound.



That w a s really the first p rofession al band I w orked w ith here in this country (U .S .). Starting in 1942, the spring o f 1942.



T.S.



W h en did y o u first start usin g the tunable bongo?



J.M.



I started d oin g that, sin ce I first began playing. On the island they d id n ’t u se sterno b ecau se the clim ate o ver there is very damp. T he drum s, you co u ld n ’t get them to a high pitch w ith sterno.



T.S.



W hat year did you start p laying?



J.M.



I started p layin g p ro fessio n a lly in 1939.



T .S.



A nd y o u w ere u sin g the tunable b ongos?



J.M.



Y es! I’m pretty sure, it’s b ecau se o f the clim ate. Y ou k now the dam per it is, the lo w er they get and you have trouble tuning them . T he easiest w ay w as to have tunables.
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T .S. J.M.



H o w lo n g did you stay w ith M achito? S ix teen years (1 9 4 2 -5 9 )... then I left M achito to g o w ith H erbie M ann for about 6-7 m onths. Then I freelan ced and did so m e recordings in the city, and jin g les. T hen I w en t to the country to the Concord H otel. It’s a b ig h otel, very w e ll know n. I w orked w ith an Italian fe llo w - S on n y R ossi. I w orked w ith him for about three years. T hen I left and w orked freelance w ith som e singers. O ne w h o used to sing w ith C ugat. I ca n ’t rem em ber her nam e.



T .S.



Y ou also w orked w ith Erroll Garner?



J.M.



I w orked w ith him from 1967 ‘til he died in 1977.



T .S.



D id you play b o n g o s w ith h im as w e ll as con gas?



J.M.



I u sed to p lay both. O n a trip to Canada I forgot them in the cab [laughs] and I p layed con g a s. It w as better b eca u se you can groove m ore and add m ore b ody to it. T he b on gos area little too thin. W ith the b o n g o s you alw ays n eed a con ga player n ext to you.



T .S. J.M. T .S. J.M .



Y ou p layed w ith D iz z y [G illesp ie]? I p layed con certs w ith D iz z y . W e played quite a fe w C arnegie concerts. B a sie also? [C ount B asie] I recorded w ith B a sie , I d id n ’t play w ith B asie.



'



T .S.



Cal Tjader?



J.M.



I m ade a recording w ith Cal Tjader p laying timbales [laughs], I never heard it, but I d id n ’t think it turned out to o good .



T .S.



C an y o u nam e som e records that provide an exam p le o f your style? I have on e ca lled B u y u put out by L P, but perhaps you can nam e others?



J.M.



For D iz z y I m ade on e o f the “M anteca” version s, that m ade a g ood so lo . T here is on e w ith a g o o d so lo on Charlie Parker’s album called South of the B o r d e r and there are quite a few w ith W illie B o b o ’s group (the L atin ja zz group). I p layed on all those recordings on b ongos.



T .S.



D o y o u u se m uch ornam entation in your p laying like “the m o o se ca ll,” etc?



J.M.



N o , I ’v e g ot m y style. It’s an aw kw ard style [laughs]... w h en I w as you n g w e d id n ’t have a lot o f peop le p la y in g ... n ow you have a m illion players. Y ou can listen to this on e, then to another and m ore or less create your ow n style.



T.S.



H o w w o u ld you d efin e the role o f the b o ng os er o p layin g ja z z versus Latin?



J.M.



T he thing that really fits in there is the con ga drum. T he b on go d o e sn ’t fit u n less you have a con ga drum m er n ext to you. Y ou cou ld do it, but it d o esn ’t sound as good . Y ou can play things lik e Masacote. I m ade so m e concerts w ith L ion el H am pton, Patato and I. T hen w e cou ld do som eth in g that sounded a little better, you know . In ja z z the martillo d o esn ’t fit that w ell. Y ou have to im p rovise. Y ou p lay a lot o f s o lo s /fills.



T .S .



A re y o u w orkin g on any projects now ?



J.M .



M y so n s and I are g oin g to m ake an album . I’m w riting som e m usic. I never w rote m uch in the past.



T .S.



Y o u ’v e liv ed in N e w Y ork m any years?



J.M.



I ’v e liv ed in N e w York sin ce I m igrated to this country. I cam e in 1 9 3 9 .1 alw ays liv ed o v er here in H arlem . It w as a different life. It’s been very g ood to m e. I have no regrets. P eop le alw a y s say, “O h, you liv e in H arlem w ith all th ose p eo p le.” N oth in g ever happens here. I think it happens to all the gu ys doing the w ro n g things. That happens everyw here.



T .S.



I understand y o u ’re g ood friends w ith Arm ando Peraza. D id you ever p lay w ith A rm ando Peraza?
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J.M. Peraza, I played w ith him sin ce he first cam e over here to this country. W e played a sh ow over here in east Harlem (Spanish H arlem ). W e played at a theatre called “T he H ispanic Theatre” (Theatro H ispano). I played also at H avana M adrid Club in 1942 w ith M achito. W e used to play Sunday m atinee. It was 51st and B road w ay. It w as a basem ent. T.S.



I understand y o u ’v e played m ore b on gos than congas.



J.M.



I never played con gas until I cam e to this country, b ecau se i f you k now the b lack history against the w hite history. A ll those p rivileges w ere taken aw ay from us. There w ere p laces that w ere too big and too many sla v es that they let them play drums. T hey w ou ld revolt you know . B ut the sm all little islands that they cou ld control a little better they d id n ’t let you play. T he first con ga drum that I saw w as w hen I cam e over here. I w as 14 years old. T hen after that I never played the con ga drum, ju st b on g o s.



T.S.



W ho are som e o f your favorite bo ng os er os ?



J.M.



M y favorite b o n g o s e r o is Peraza. I think h e ’s the greatest b on go player I ’v e heard.



candido



C A N D ID O C A M E R O Interview M arch 29, 1995 T.S.



W hy did y ou start to play the b on gos and con ga drums?



C.C. -



It w as inspiration from m y u ncle on m y m other’s side, w h en I w as four years old.



T.S.



I understand you w ere from H avana.



C.C.



Y es, H avana, Cuba. I w as born in El Cerro district.



T.S.



W as that in the 3 0 ’s or 2 0 ’s?



C.C.



That w a s the late 2 0 ’s.



T.S.



At that tim e they d id n ’t have tunable b on gos, did
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they? C.C.



Candido Camero



W e u sed to tune it w ith ...ah



Photo by Martin Cohen



T.S.



Sterno?



C.C.



N o , not ev e n sterno. Sterno w as over here in the U nited States. W hen I cam e over here in 1946, that’s w h en I started u sin g s te r n o .... som etim es w e used new spaper w ith m atches, and w e light the new spaper and w e u se the flam e. M ost o f the tim e w e burn the skins b ecau se it w as too hot.



T.S.



W h o w as your first in flu en ce?



C.C.



M y u n cle... h is nam e w as A ndres Guerra. That w as m y grandfather’s last nam e.



T.S.



D id y o u u sed to listen to a lot o f groups w h en you w ere a little boy?



C.C.



Y es, he u sed to take m e every tim e they w ou ld have rehearsals. H e used to take m e w ith him all over, ev ery w h ere th ey h ave rehearsals.



T .S.



W ere y o u fam iliar w ith groups lik e Septeto Habanero?



C.C.



O h, yeah . S ex te to H abanero, S ep teto N acion al and B olon a. T h ese w ere the pioneers.



T .S.



D o y o u k n ow about the chanqiii style?



C.C.



N o , that m igh t b e a different era.
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T .S.



Can y o u tell m e w hat kind o f b on go you lik e to use?



C.C.



R ight n o w I’m u sin g the Latin Percussion.



T .S.



D o you lik e the oak?



C.C.



Y e s, I h ave the b ig o n es....m u st be the “original” m od el b ecau se th ey ’re big.



T .S.



W hat kind o f skin?



C .C .



T he o n es that co m e w ith the b on gos.



T .S.



W hat are som e g o o d recordings o f your style on the b ongos?



C.C.



I h ave so m any.



T .S.



W h ich w o u ld b e the best?



C.C.



E very on e has a b o n g o so lo or con ga solo, every on e o f m y record s....T hey are all good . I n ever recom  m end on e b ecau se they are all good.



T .S.



W h ich records do you have on your ow n?



C.C.



On m y o w n I h ave about 50. T he p eop le I record w ith, the p eop le on m y list I have recorded w ith, I have 100 differen t n am es.



T .S.



W ere y o u in any m o v ies or film s?



C.C.



Oh y e s, a co u p le o f them .



T .S.



D o y o u rem em ber any nam es?



C.C.



W ell, I did a co u p le in Cuba w ith Sonora M antancera (later 4 0 ’s or 5 0 ’s). A lso , I did m o v ie s at the T ropicana night club w here I used to w ork in Cuba w ith the fam ous A rgentinian singer Liberty D em arco. I did other m o v ies, too.



T .S.



I w o u ld lik e to ask you the nam es o f your C D s w ith the m ost drum m ing?



C.C.



T he o n es on m y ow n , every on e o f them . There are tw o that cam e out n o w on C D . O ne called Brujerias de C a n d i d o (T ico).



T .S.



W hat d o es that m ean?



C.C.



It’s ju st a nam e. In Spanish it’s lik e “A frican v o o d o o .” T he album has nothing to do w ith v o o d o o . T hat’s the producer’s idea. H e ’s the on e that g iv es the nam e [laughs]. T he other on e that cam e out recently is C a n d i d o Beautiful (B lu e N o te). A lot o f b on gos and con gas there. C a n d i d o Beautiful ju st cam e out on



CD. T .S.



I w ant to ask you about the m u sicians. I k now you played w ith D izz y G illesp ie.



C.C.



W ait ‘til you see the list 1 I ’m g o in g to send you. T he list on the ja z z field and the list on



T .S.



W h en y o u p lay ja z z on b on gos, w hat is your approach?



C.C.



the Latin field.



It’s a different style altogether b etw een Latin and jazz. D ifferent feelin g. Y ou have to p lay w ith the feel o f the m u sic. I approach it by listen ing to w h at’s g oin g on w ith the m u sic... the arrangem ent and the type o f rhythm.



1 Candido’s bio is extensive, listing numerous performances including “Birdland” with Dizzy Gillespie, Charlie Parker and Miles Davis. He is pictured in The World Book Encyclopedia (1960) in the listing under Drums and is featured in Herman Leonard’s book The Eye o f Jazz (Viking Press). Candido has over 100 recording credits: Duke Ellington, W oody Herman, Art Blakey, Wes Montgomery, Kenny Clarke, Ray Charles, George Shearing, Kenny Burrell, Tony Bennet, Erroll Garner, Dinah Washington, Sonny Rollins, Stan Getz, Elvin Jones, Buddy Rich, Charles Mingus, and Mongo Santamaria.
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T.S.



D o you think the sty le o f p layin g has ch an ged in the last 3 0 to 4 0 years?



C.C. N o. T.S.



Still lots o f martillo?



C.C. Oh, y es. T h at’s the foundation o f the w h ole thing. T.S.



D id you ev er p lay w ith b on g o s and con gas all together at on e tim e?



C.C.



A t the sam e tim e I p lay b on gos and co n g a s....co n g a and quinto ....three co n g a s, c o w b e ll, giiiro. A ll together at the sam e tim e by m y self. T he three con gas, the c o w b e ll and the giiiro at the sam e tim e, w hile sin g in g too. S o m etim e I play the b on go and the con ga at the sam e tim e. S o m e tim e I play the bongo and the quinto at the sam e tim e.



T.S.



W ho are so m e o f your favorite bo ng os er os ?



C.C.



T hey are all good . E veryon e has their ow n style. T hat’s what m akes the m u sic so interesting.



T.S.



D o you still practice?



C.C.



N o , no, b eca u se I’m so busy recording, p laying concerts. I ’m travelling all the tim e.



T.S.



D o y o u h ave so m e n ew projects co m in g up?



C.C.



W ell, I ’m w ork in g n ow on a recording. A nother so lo album.
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- C om m on tim e signature in A fro-C uban m u sic, ind icatin g six eigh th n otes to the bar.



B A T A - D o u b le headed drums o f an hour glass shape derived from m u sic o f the Y o r u b a s o f N igeria. U su ally in sets o f three, used in both secular and sacred



m usic. B E M B E - A frican derived rhythm, predom inantly 6/8, p layed at sp ecial gatherings.



A lso refers to drums used at th ese sp ecial cerem on ies. B O L E R O - S lo w A fro-C uban rhythm and dance sim ilar to a ballad. B O M B A - Puerto R ican rhythm and dance u sually con tain ing lyrics on socia l struggle. B O N G O S E R O - Player o f the b on go drums.



B O S S A N O V A - A rhythm integrating ja z z and B razilian in flu en ces; popularized in the 1 9 5 0 ’s. B O T I J A - A clay o il ju g used as a w ind instrum ent to p rovide the bass in early son.



C A L E N D U L A S A L V E - A herbal agent used h istorically for prom oting h ealin g o f the skin. C A M P A N A - C ow b ell C A S C A R A - Pattern played on sid es o f the timbales/congas/gua g u a also referred to as paila or palito pattern. C E N C E R R O - co w b e ll C H A C H A C H A - D an ce derived from the m a m b o , but slow er, sw eeter and less sy n co 



pated. First written ev id en ce by Enrique Jorrin, 1951. C H A N G U I - Rural style o f eastern Cuban m usic that d evelop ed in the late 1 8 0 0 ’s. C L A V E - R hythm that form s the b asis o f m ost A fro-C uban m u sic. A fiv e-n o te pattern. U su ally co n ce iv e d in N orth A m erica as a tw o-bar phrase w ith three beats in the first and tw o in the second. C L A V E S - T w o p ieces o f resonant w o o d that play the clave pattern. \



C O N G A - (drum) A fro-C uban sin gle headed, barrel shaped drum, three m ain sizes, sm allest to largest: quinto, con ga, tumbadora. C O N G A - (rhythm ) Carnival rhythm and dance w ith both Santiago and H avana styles. C O N J U N T O - A n en sem b le o f sp ecific instrum ents com b in in g v o ca l, guitars, maracas,



clave, trum pets and later adding con gas, b on gos and piano. C R O W N - M etal circular collar that sits on top o f the drum and h old s the drum head in p osition. D A N Z O N - B allroom style dance that d evelop ed in the late 1 8 0 0 ’s, con tain in g E uro



pean influences. D IS T A L - A p osition farthest from the center o f the b od y, the op p osite o f proxim al. 56



E N T E R I Z O - D rum s constructed from on e p iece o f w o o d as op posed to w ood staves glued together.



FLAM - A flam co n sists o f p layin g a grace note w ith the op p osite hand ju st slightly before the main note. Both notes have the sam e count. G LISSAN DO - A slid e or grow l technique perform ed on the drum head for sp ecial effects (A K A - m oose call). G U A G U A - Instrum ent constructed from a p iece o f bam boo placed on a stand and struck w ith tw o sticks. The



cascara pattern is p layed on the gua gua w h en p layin g the rumba. G U A G U A N C O - A m ediu m tem po rumba, played on three con ga drums w ith other p ercussion and vocals. An



A fro-C uban rhythm and co u p le dance. G U A J I R A - A slo w rural sty le m u sic w ith Spanish in flu en ce originally p layed on the tres (guitar) w ith vocals



and p ercussion . G U A R A C H A - A q uick rhythm and dance o f rural Cuban origin, origin ally h aving satirical lyrics. H E M B R A (“fe m a le” in S pan ish) - T he largest o f the tw o b on go drums.



INDEX FIN G E R - First fin ger after the thumb. LUG - M etal tuning rod (screw ) o f the b o n g o /co n g a drums. M A C H O (“m a le” in S panish) - S m allest o f the tw o b on go drums. M A M B O (“chant” in C o n g o lese) - D an ce influenced by C o n g o lese religiou s cults. D e v elo p e d in the 1 9 4 0 ’s and



popularized by Perez Prado, A rsenio R odriquez and A rcano y sus M aravillas. M A N O T E O - A lternating h eel and toe pattern played on the b on g o s during the martillo and other rhythm s,



usually w ith the left hand. M A R A C A S - R attles origin ally m ade from gourds or leather, filled w ith seed , beans, or p eb bles. M A R I M B U L A - L arge adaptation o f A frican thumb piano used to provide the b ass in early son and rumba. M A R T I L L O (“ham m er” in Spanish) - T he b asic rhythm o f the b on gos upon w h ich all im p rovisation is based M A S A C O T E - A frican rhythm , m ediu m to fast, in 4 /4 , in v o lv in g im p rovised exch an ge b etw een drummers. M E R E N G U E - D an ce and rhythm o f the D om in ican R epublic. A fast 2/4, usually played w ith a m etal giiiro and t a m b o r a (d ou ble head drum). M O N T U N O - T he section o f the m u sical p iece w here the call and respon se occurs and so lo s are played. In the m o n t u n o the b o n g o s e r o usually plays co w b ells.



M O O SE C A L L - S am e as glissan d o. O FF B E A T S - U p b eats or beats that occur m id w ay b etw een the dow nbeats in a bar. P A C A - C reole rhythm b eliev ed to be d evelop ed by Juanito M arquez. P L E N A - Puerto R ican rhythm in 2 /4 , usually played w ith p a n d e r etas (tam bourine w ithout jin g les).



P R O X IM A L - A p osition clo se st to the b od y center, versus distal. Q U I N T O - S m allest o f the three co n g a drums. U su ally the so lo drum in rumba. R H U M B A - Popular m u sic/d an ce o f the U .S . in the 5 0 ’s. A ctually adaptation o f the son. N o t to b e con fu sed



w ith ru mba. R U M B A - Popular m u sic/d an ce o f Cuba. T hree b asic styles;



guaguanco, Columbia, yambu w h ich incorporates



v o ca ls, drum s and percussion. R U M B E R O S - Players o f rumba. S A L S A (“sa u ce” in S pan ish) - M odern day son o f North A m erica, d evelop ed in the 1 9 6 0 ’s -1 9 7 0 ’s.
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S A M B A - B razilian rhythm /dance - upbeat tem po 2/4. S E P T E T O - S ev en p ie ce son group, d evelop ed subsequent to the sextetos around 1 9 2 0 ’s - tres, guitar, b ongos,



cla v e, b ass, maracas/vocals, trumpet. S E X T E T O - S ix p ie ce sim ilar to septeto w ithout trumpet. S O N - Probably the o ld est and m ost popular m usical style o f Cuba, d evelop ed around the late 1 8 0 0 ’s in Oriente



p rovince. S O N M O N T U N O - D erivation o f the son m usical style w ith a clear im p rovised section (montuno). S O N G O - A contem porary rhythm con tain ing elem en ts o f various Cuban and N orth A m erican styles. S o n g o



b ecam e popularized by groups such as L os V an V an o f Cuba. ST E R N O - A can con tain in g fu el used to heat drum heads for tuning, before m etal tuning rods w ere develop ed . T H E N A R E M IN E N C E - F lesh y part o f tissu e at the base o f the thumb (palm side). T R E S - A C u b an-styled guitar w ith three d ouble strings. E ssen tially an instrum ent o f the early son m ade popular



by A rsen io R odriguez. T U M B A O - R epeated rhythm ical pattern for the con ga drums. It provides the foundation for the instrum ent



sim ilar in fu n ction to the martillo w ith the b ongos. U P B E A T S - S a m e as offb eats.



•
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The m ost im portant resource for the bongo student is a collection of recordings o f the great bongoseros. M any of these recordings are now readily available. Som e o f the early recordings have been re-issued on Latin and w orld m usic labels. The follow ing, although not com plete, lists some notable bongoseros and groups with w hom they have perform ed. • Augustin G utierrez (Sexteto Habanero, Trio M atam oros, Bene M ore) • Jose M anual Incharte “El C hino” (Sexteto H abanero, Sexteto Bolona, Septeto N acional) • Andres Sotolongo (Sexteto H abanero, Isacc O lviedo) • Rogelio C astellano (Septeto N acional de Ignacio Pinero) • Miguel A ngel Portillo (Septeto N acional). • Antolfn Suarez “Papa K ila” (A rsenio Rodriguez) • Chino Pozo (Perez Prado, Fats N avarro, Paul Anka, Tito Puente, Eddie Palm ieri) • Chano Pozo (D izzy G illespie) • Jose M angual Sr. (A rsenio Rodriguez, Cal Tjader, Enroll Garner, Tito Puente, M achito, H erbie M ann, C ount Basie, D izzy G illespie, W illie Bobo, C harlie Parker, Sarah Vaughan, D exter G ordon, Stan Kenton, Stan Getz, E ddie Palm ieri, Carm en M aCrae, Frank M organ, Billy Taylor, C achao) • Arm ando Peraza (C onjunto K ubavana, Cal Tjader, G eorge Shearing, Slim G aillard, Santana, John M cLaughlin, Wes M ontgom ery, Linda R onstadt, M achito, G ato B arbieri, A retha Franklin, John Lee Hooker, E ric Clapton, A lice Coltrane, Roy Buchanan) • M ongo Santam aria (Perez Prado, Tito Puente, D izzy Gillespie) • C andido C am ero (D izzy G illespie, C harles M ingus, D exter G ordon, Stan K enton, B illy Taylor, C olem an H aw kins, W oody H erm an, George Shearing, E rroll G am er, D uke Ellington, C harlie Parker, M achito, Tito Puente) • Bill A lvarez (Cozy Cole) • R oberto R oena • Sabu M artinez (D izzy Gillespie) • Jose “Papo” R odriguez (Tito Puente, Poncho Sanchez) 59



S A M B A - B razilian rhythm /dance - upbeat tem po 2/4. S E P T E T O - S ev en p ie ce s o n group, d evelop ed subsequent to the sextetos around 1 9 2 0 ’s - tres, guitar, b on gos,



cla v e, b ass, m a r a c a s l w oca ls, trumpet. S E X T E T O - S ix p ie ce sim ilar to septeto w ithout trumpet. S O N - Probably the old est and m ost popular m usical style o f Cuba, d evelop ed around the late 1 8 0 0 ’s in Oriente



p rovince. S O N M O N T U N O - D erivation o f the son m usical style w ith a clear im p rovised section (montuno). S O N G O - A contem porary rhythm con tain ing elem en ts o f various Cuban and N orth A m erican styles. S o n g o



b eca m e p opularized by groups such as L os V an Van o f Cuba. ST E R N O - A can con tain ing fu el used to heat drum heads for tuning, b efore m etal tuning rods w ere develop ed . T H E N A R E M IN E N C E - F lesh y part o f tissu e at the base o f the thumb (palm side). T R E S - A C u b an -styled guitar w ith three d ouble strings. E ssen tially an instrum ent o f the early son m ade popular



by A rsen io R odriguez. T U M B A O - R epeated rhythm ical pattern for the con ga drums. It provides the foundation for the instrum ent



sim ilar in fu n ction to the martillo w ith the b ongos. U P B E A T S - S a m e as offb eats.
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The m ost im portant resource for the bongo student is a collection o f recordings o f the great bongoseros. M any of these recordings are now readily available. Som e o f the early recordings have been re-issued on Latin and w orld m usic labels. The follow ing, although not com plete, lists some notable bongoseros and groups with w hom they have perform ed. • Augustin G utierrez (Sexteto Habanero, Trio M atam oros, Bene M ore) • Jose M anual Incharte “El C hino” (Sexteto H abanero, Sexteto Bolona, Septeto N acional) • Andres Sotolongo (Sexteto H abanero, Isacc O lviedo) • Rogelio C astellano (Septeto N acional de Ignacio Pinero) • Miguel A ngel Portillo (Septeto N acional). • Antolfn Suarez “Papa K ila” (A rsenio Rodriguez) • Chino Pozo (Perez Prado, Fats Navarro, Paul Anka, Tito Puente, Eddie Palm ieri) • Chano Pozo (D izzy G illespie) • Jose M angual Sr. (A rsenio R odriguez, Cal Tjader, Erroll Garner, Tito Puente, M achito, H erbie M ann, C ount Basie, Dizzy G illespie, W illie Bobo, C harlie Parker, Sarah Vaughan, D exter G ordon, Stan Kenton, Stan Getz, E ddie Palm ieri, Carm en M aCrae, Frank M organ, Billy Taylor, C achao) • Arm ando Peraza (C onjunto K ubavana, Cal Tjader, George Shearing, Slim G aillard, Santana, John M cLaughlin, Wes M ontgom ery, Linda R onstadt, M achito, G ato B arbieri, A retha Franklin, John Lee Hooker, Eric Clapton, A lice C oltrane, Roy Buchanan) • M ongo Santam aria (Perez Prado, Tito Puente, D izzy Gillespie) • C andido C am ero (D izzy G illespie, Charles M ingus, D exter G ordon, Stan K enton, B illy Taylor, C olem an H aw kins, W oody Herm an, George Shearing, E rroll G am er, D uke Ellington, Charlie Parker, M achito, Tito Puente) • Bill A lvarez (C ozy Cole) • R oberto R oena • Sabu M artinez (D izzy G illespie) • Jose “Papo” R odriguez (Tito Puente, Poncho Sanchez) 59



• Jack C ostanzo (N at K ing Cole, Stan Kenton, Frank Sinatra, Peggy Lee, Francis Faye) • Johnny “D andy” R odriguez (Tito Puente, C harlie Palm ieri) • H um berto “N engue” H ernandez (Cachao, M ongo Santam aria) • A nthony C arrillo (B atacum bele, Eddie Palm ieri, D escarga Boricua) • D avid R om ero (Poncho Sanchez, Earth W ind & Fire) • Louis R ivera (R uben Blades) • M anny O quendo (Libre, Eddie Palm ieri, Tito Puente, Chano Pozo, Tito R odriguez, Johnny Pacheco, Larry H arlow ) • W illie Bobo (M ongo Santam aria, Tito Puente) • Jose L. Q uintana “C hanquito” (Los Van Van) • W illie R osario (A legre A llstars) • Luis G onzalez (Ray Barretto) • Jose M angual Jr. (M ario Bauza, Ruben Blades, W illie Colon) • Ray R om ero (Eddie Palm ieri, Tito Puente, M achito, X avier C ugat, Tito R odriguez) • G iovanni H idalgo (Eddie Palm ieri, Tito Puente) • V ictor G onzales (Ism ael Rivera) • W illiam R odriguez (Stan K enton, Johnny Hartm an, Cal Tjader) • Luis M angual (Johnny Pacheco, C elia Cruz) • John Santos (Tito Puente, Pete Escovedo) • M arc Q uinones (C elia Cruz, A llm an Brothers) • Louis B auzo (M ongo Santam aria) • Tom m y “C hoki” Lopez (Eddie Palm ieri) • Pablo C ortes G onzales (NG L a Banda) • Luis C hacon (Paulito Y Su Elite) • Jose M iguel Velazquez (M anolin el M edico de la Salsa) • C lem ente “C hicho” Piquero (Perez Prado, Beny M ore) • R ogelio “Yeyito” Iglesias (Israel “C achao” Lopez) • Javier O quendo (Eddie Palm ieri) • Paoli M ejias (Eddie Palm ieri, D eddie Rom ero) • Jose M adera (Tito Puente) • Nicky M arrero (Dizzy G illespie, Ism ael Rivera, N ueva M anteca, Eddie Palm ieri) • M ike Pacheco (Stan Kenton, Shorty Rogers, Nat King Cole, Perez Prado) • appears as leader on som e recordings
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6/8 rhythm ,



20, 56



C arnegie H all, 52



A fro (com p an y), 6



cascara, 9, 37, 38, 56



A f r o - C u b a n Jazz Suite (album ), 48



cencerro, 2 0 , 56



A f r o - C u b a n R h y t h m s for D r u m Set (b ook ), 9



cha cha cha, 8, 56



afro rhythm , 23



ch angiu, 7, 53



A n ga (M ig u el D ia z), 24



C hanguito (Jose L uis Q uintana), 24



A nka, Paul, 4 6



C harles, R ay, 54



B a sie , C ount, 52



Clarke, K enny, 54



bata, 3 0 -3 2 , 4 6 , 56



c la v e, 8, 9, 2 6 , 4 3 , 56



beat generation, 5



forward, 9



b egu in e, 25



paka, 2 4



b em b e, 9, 56



reverse, 9



B en n et, T on y, 54



rum ba, 8, 3 6 -3 8



Best of the N a t K i n g Cole Trio (album ), 45



son, 8, 3 6 -3 8



B irdland (clu b ), 54



cla v es, 8, 56



B la k ey , Art, 54



C ole, N at, 4 5 , 4 6



B lu e N o te (clu b ), 48



C olom b ia, 25



B o b o , W illie, 52, 59



C oncord H otel (club), 52



Boboleta (album ), 59



con ga drum, 5, 8, 11, 2 4 , 3 9 , 4 5 , 4 6 , 52, 55, 56



b olero, 5, 2 0 , 56



C onjunto K ubavana, 4 8 , 5 0



B o lero (group), 50



C onjunto L os D an d ies, 4 8



bom ba, 20, 2 5 , 56



C ostanzo, Jack, 4 4 -4 8



b om b o note, 8



C oster, T om , 4 9



b o n g o accesso ries, 43



co w b e ll, 9, 2 0 , 4 0 , 55



B o n g o F e v e r (album ), 4 6



6/8 b ell,



b on gos



b on go b ell, 2 0 , 4 0



2 0 , 38



ca ses, 43



Cuban D iam on d s (group), 4 8



tunable, 4 4 , 50, 5 1 , 53



C ugat, X avier, 52



B o p K ick (so n g ), 45



cum bia, 25



b o ssa nova, 20, 2 2 , 56



D a n c i n g o n the Sunset Strip (alb u m ), 4 6 , 47



botija, 5, 56



danzon, 2 0 , 2 3 , 56



B rando, M arlon, 48



D avis, M iles, 54



B razilian rhythm s, 2 0 , 22



D om in ican R epu b lic, 2 0 , 25



B rubeck, D a v e, 4 9



drum m achine, 43



Brujerias de C a n d i d o (album ), 54



drum set, 21, 38



B urrell, K enny, 54



E llin gton , D u k e, 54



B u y u (album ), 52



enterizo, 2 0 , 25



calen d u la salve, 4 3 , 56



E scu ela N acion al de A rtes, 8, 10



C am ero, C andido, 4 9 , 5 3-55



ex ercises, 20, 3 4 -3 8



cam pana, 20, 56



E ye o f Jazz, T he (b ook ), 5 4



C a n d i d o Beautiful (album ), 54



F aye, Frances, 45



Carava ns er ai (album ), 4 9



fills, 2 0 , 2 6 -3 2 , 52
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flam enco, 5



m acho, 5, 6, 7, 11, 34, 38, 39, 4 1 , 57



flams, 35



M alabe, Frank, 9



folk, 5



M aleon , R ebecca, 9



Galliard, S lim , 48



m am bo, 5, 8, 20, 57



Garden o f A llah (club), 4 6



M angual, Jose, 4 6 , 4 8 , 5 1-53



Garner, Erroll, 52, 54



M ann, H erbie, 52



G e o r g e Shearing o n Stage (album ), 4 9



m anoteo, 10, 13, 37, 3 8 , 57



G etz, Stan, 54



variations, 13



G illesp ie, D iz z y , 4 8 , 52, 54



M a n t e c a (album ), 52



glissan d o technique, 6, 39, 4 6 , 50, 57



maracas, 4 0 , 57



G o B o n g o (so n g ), 45



m arim bula, 5, 57



G on B o p (com p an y), 6



m artillo, 10, 11, 12, 14, 20, 2 6 , 4 3 , 4 5 , 4 7 , 52, 55, 57



gua gua, 9, 57



variations, 13-19



guaguanco, 57



M artinique, 25



guajira, 5, 8, 2 0 , 57



M ary Garden B allroom , 47



guaracha, 5, 8, 2 0 , 50, 57



m asacote, 52, 57



giiiro, 55, 57



M cK ibbon, A l, 4 9



G u y s a n d Dolls (p lay), 48



m erengue, 20, 25, 4 0 , 57



H am pton, L io n el, 52



m etronom e, 34, 43



Hartman, Johnny, 5



M in gus, C harles, 54



H avana M adrid (clu b ), 4 8 , 53



M iranda, L ou is, 48



heads, 5, 6, 41



M on tgom ery, W es, 54



m aintenance, 41



m ontuno section , 2 0 , 57



replacem ent, 4 1 , 4 2



M o o d Latin (album ), 4 9



hembra, 5, 6, 7, 11, 3 4 , 3 8 -4 0 , 4 1 , 54, 57,



m o o se call, 6, 39, 4 6 , 52, 57



H erm an, W o o d y , 54



M O PE R C (com p any), 6



H ispanic Theatre (clu b ), 53



M orales, H um berto, 4 0



Ibbalogue, 32



M ozam b iq u e, 23



I’m gon na liv e till I die (so n g ), 45



Mr. B o n g o C h a - C h a - C h a (album ), 4 6 , 4 7



Inle, 3 0 ,3 1



N an igo, 4 6



Irakere, 24



N ational M u seu m o f M u sic (H avana), 5



ja zz, 5, 2 0 , 2 1 , 4 5 , 4 7 , 52, 54



O ddudua, 32



JCR (com p an y), 6



O ’Farrill, C h ico, 48



Joey, Joey, Joey (so n g ), 5



O lvied o, Isaac, 51



Jones, E lvin , 54



O quendo, M anny, 4 6



Juniors (com p an y), 6



Orula, 31



K enton, Stan, 4 5 -4 6



O sain, 31



Latin Affair (alb um ), 4 9



O sun, 31



Latin A m e r i c a n R h y t h m Instruction (b ook ), 41



O ya, 31



Latin E s c a p a d e (album ), 4 9



p a ’ ca, 24, 4 0 , 57



Latin m u sic, 5, 11, 2 0 , 4 7 , 52, 54



Palladium (clu b ), 48



Latin P ercu ssion (com p an y), 6, 54



paradiddle, 35



Latin Theatre (clu b ), 48



Parker, Charlie, 4 8 , 52, 54



L ecuona Cuban B o y s (group), 45



Peanut V end or (so n g ), 4 6



L ee, P eg g y , 45



Peraza, A rm ando, 4 6 , 4 8 -5 1 , 52, 53



Leonard, H erm an, 54



P h illip s, Flip, 48



L os V an V an, 24



pitch ch an ge technique, 39



M achito (Frank G rillo), 4 6 , 50, 51, 52, 53



polyrhythm s, 9, 38
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p osition , 7



sym p h on y, 5



P o zo , C h ino, 4 6 , 5 0



tape, finger, 43



plena, 2 0 , 2 5 , 57



tim b ales, 5



Prado, Perez, 50



Tjader, Cal, 4 9 , 5 0 , 52



Puerto R ico, 2 5 , 51



T oca (com p an y), 6



Push Push Push (so n g ), 4 7



T ouzet, R ene, 45



quinto, 26, 55, 57



tres, 5, 58



R am os, B ob b y, 4 5



triplets, 3 4 -3 6



R exroth, K enneth, 5



T ropicana (club), 54



R ich, B uddy, 4 8 , 54



tum bao, 11, 58



R odriguez, A rsen io, 51



V ald ez, C arlos “Patato,” 50, 52



R o llin s, S on n y, 54



V alje (com p an y), 4 4



R o ssi, S o n n y, 52



Viva Tirado (album ), 4 6



rhumba, 2 0 , 57



W ash in gton , D inah, 54



rhythm s



W einer, B ob , 9 W ood stock (concert), 4 9



traditional/non-traditional, 20 rim shot, 10, 14



W o r l d B o o k Encyclopedia, 54



R i t m o Caliente (alb um ), 4 9



Y ew a, 31



rock, 5, 2 0 , 22 rolls, 34, 36 rum ba, 2 0 , 2 6 , 57 rum ba Columbia, 9 salsa, 2 0 , 57 Salsa G u i d e Book, 9



samba, 2 0 , 2 2 , 57 Santam aria, M o n g o , 4 6 , 4 8 , 5 0 , 51, 54 Santana (group), 4 9 , 50 Sep teto N acion al, 5, 53 S ex teto H abanero, 5, 4 9 , 53 S h a n g o , 32 Shearing, G eorge, 4 9 , 54 Sinatra, Frank, 45 sixteen th notes, 35, 36 sk in s, 5, 6, 4 1 -4 3 , 4 4 , 5 0 , 5 1 , 5 3 , 54 p en gam ino, 50 Skin on Skin (com p an y), 6 S m ith son ian Institute, 50 so lo s, 2 6 , 33, 4 5 , 52, 54 son , 5, 8, 2 0 , 3 9 , 58 so n g o , 8, 2 1 , 2 3 , 58 son m on tu n o, 5, 2 0 , 5 0 , 58 S onora M antancera (group), 54 South o f the B o r d e r (album ), 52



sterno, 5 1 , 5 3 , 58 Stick Control f o r the S n a r e D r u m (b ook ), 38



stick tech n iq u e, 9, 2 4 , 4 0 Ston e, G eorge L aw ren ce, 38 strokes, 10
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