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FORWARD

It is with great enthusiasm that Experience Music
Project| Science Fiction Museum and the University
of Washington present American Sabor: Latinos in U.S.
Popular Music, the first major museum exhibition to
explore the significant contributions of Latino artists
in shaping the American soundscape. Since opening in
June 2000, EMP has been exploring different facets of
creativity and innovation in American popular music,
from genres such as Chicago blues, early rock ‘n’ roll,
and hip-hop to the groundbreaking work of artists such
as Jimi Hendrix and Bob Dylan. This exhibition and
accompanying catalogue celebrate the diversity, creativ-

ity, and innovations of Latino musicians.

The origins of this exhibition date back to April 2004
when four University of Washington scholars—Marisol
Berrios-Miranda, Rob Carroll, Shannon Dudley, and
Michelle Habell-Pallin—approached EMP with the
idea to create an interpretive and interactive exhibition

that would examine the critical impact and influence

PALABRAS

Es con gran entusiasmo que Experience Music

Project | Science Fiction Museum and Hall of Fame y la
Universidad de Washington presentan American Sabor:
Latinos en la Musica Popular Nortemericana, la primera
exposicién que muestra las contribuciones relevantes
de los artistas latinos en la formacién del paisaje
musical norteamericano. Desde su inauguracién en
junio del 2000, el EMP ha explorado diferentes

facetas de creatividad e innovacién en la musica
popular norteamericana, desde géneros como el blues
de Chicago, el inicio del rock ‘n’ roll, y el hip-hop hasta
la musica revolucionaria de artistas como Jimi Hendrix
y Bob Dylan. Esta exposicién y su catdlogo celebran la
diversidad, creatividad e innovacién de los

musicos latinos.

Esta exposicién tuvo sus origenes en abril del 2004
cuando cuatro escolares de la Universidad de Washing-
ton—Marisol Berrios-Miranda, Rob Carroll, Shannon
Dudley y Michelle Habell-Pallian—contactaron al EMP



of Latino artists such as Tito Puente, Los Lobos, Carlos
Santana, and Selena. The UW team made a convinc-
ing and passionate argument that there was a vital and
important story to be told whose importance had too

often been ignored or overlooked.

With support from the University of Washington’s
Simpson Center for the Humanities and the Paul G.
Allen Foundation, Berrios-Miranda, Carroll, Dudley, and
Habell-Palldn invited nine scholars from throughout the
United States to present papers and brainstorm ideas
for a potential exhibition concerning Latino music. The
freewheeling discussion sparked enough ideas to fill all
of EMP’s galleries, and what was originally planned as a

2,500-square-foot exhibition eventually doubled in size.

On behalf of the EMP | SEM Board of Directors and

the staff, I want to extend my gratitude to a number of
people from the University of Washington who have
made invaluable contributions to this project: Marisol
Bérrios-Miranda, Shannon Dudley, and Michelle Habell-
Pallan for their invaluable expertise and enthusiasm;
Rob Carroll, coordinator of the Seattle Partnership for
American Popular Music and liaison between the UW
School of Music and EMP for fostering this project and
partnership from the outset; doctoral students Francisco
Orozco and Amanda Soto for their research and curricu-
lum development; and Miriam Bartha at the Simpson

Center for the Humanities for her guidance and support.

This important exhibition and its accompanying

con la idea de disefiar una exposicién interpretativa e
interactiva que examinara el impacto critico y la
influencia de artistas latinos como Tito Puente, Los
Lobos, Carlos Santana y Selena. El equipo de UW
presento el argumento apasionado y convencedor sobre
esta corriente vital e importante que, con frecuencia,

se habia ignorado o pasado por alto.

Con el apoyo del Centro de Humanidades Simpson de
UW y la Fundacién Paul G. Allen, Berrios-Miranda,
Carroll, Dudley y Habell-Pallan invitaron a nueve esco-
lares de varias partes de los EEUU a presentar propu-
estas y proyectos con ideas para una exposicién sobre
musica latina. Este intercambio abierto gener6 ideas sufi-
cientes para ocupar todas las galerias del EMPy, lo que
originalmente se habia concebido como una exposicién

de 2,500 pies cuadrados, se duplic6 en tamarfio.

En nombre de la mesa de directores y el personal del
EMP | SFM, quiero extender mi agradecimiento a las
personas de la Universidad de Washington por sus ¢
ontribuciones invaluables a este proyecto: Marisol
Berrios-Miranda, Shannon Dudley y Michelle Habell-
Palldn, por gran experiencia y entusiasmo; Rob Carroll,
coordinador de Seattle Partnership for American Popu-
lar Music e intermediario entre la Facultad de Musica de
UW y EMP, por acoger este proyecto y asociarse desde el
principio; alos estudantes de postgrado Francisco
Orozco y Amanda Soto, por sus investigaciones y
desarrollo de contenido; y Miriam Bartha, del Centro de

Humanidades Simpson, por su asesoria y apoyo.



catalogue would not have been possible without
the artistic leadership and dedicated work of Jasen
Emmons, director of curatorial affairs, EMP, and
Jacob McMurray, senior curator. I extend a special
thank you to designer Ken Burns and the curatorial
department who played vital roles in the planning and
presentation of this exhibition.

JOSI CALLAN

Chief Executive Officer

Experience Music Project

Science Fiction Museum and Hall of Fame

Esta importante exposicién y su catalogo no habrian
sido posibles sin el liderazgo artistico y dedicada labor
de Jasen Emmons, director de asuntos curatoriales

de EMP; y Jacob McMurray, curador principal. Deseo
extender mi més sincero reconocimiento al disefiador
Ken Burns y al departamento curatorial, quien desem-
pefd un papel vital en la planeacién y presentacién de

esta exposicién.

JOSI CALLAN
Directora
Experience Music Project

Science Fiction Museum and Hall of Fame

3 & 1 CLUB ANNOUNCES

SIITO

5 WITH HIS BIG 14 PIECE BAND

IS COMING &

BUT WHICH ONE? GET THE ANSWER!

JUNE 17, 1967

MANHATTAN CENTER

3 & 1 Club promotional card for performance by Tito Puente or Tito Rodriguez

at the Manhattan Center, June 17, 1967.
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AMERICAN SABOR

REINVENTING RESEARCH THROUGH
CREATIVE COLLABORATION

In 2004, two faculty members at the University of
Washington (UW) approached the Simpson Center for
the Humanities with a proposal. Shannon Dudley, an
ethnomusicologist, hailed from the School of Music;
Michelle Habell-Pallan, a scholar of Chicano/a studies,
from the departments of American Ethnic Studies and
Women Studies. They outlined a multi-year project of
collaborative research, undertaken together with Mari-
sol Berrios-Miranda, an ethnomusicologist affiliated
with the UW’s School of Music and Latin American
Studies program, and a prominent Seattle institution,
Experience Music Project (EMP). The project would
culminate in a major cultural event - an interactive,
educational exhibition that would manifest the influ-
ence of Latino artistry within the currents of American

popular music and social history.

With Simpson Center support, the principal organiz-

ers brought leading scholars to campus to consult on

AMERICAN SABOR

REINVENTANDO LA INVESTIGACION A TRAVES DE
LA COLABORACION CREATIVA

waier

En el 2004 dos miembros de la Universidad de
Washington (UW) presentaron una propuesta al Centro
de Humanidades Simpson. Shannon Dudley,
etnomusicéloga, proveniente de la Facultad de Musicay
Michelle Habell-Pallan, experta en estudios chicanos del
Departamento de Estudios Etnoamericanos y

Estudios de la Mujer, delinearon el proyecto multianual
de investigacién colaborativa, que habian emprendido
con Marisol Berrios-Miranda, una etnomusicéloga
afiliada con la Facultad de Musica y el programa de
Estudios Latinoamericanos de la UW, y con el Experience
Music Project (EMP), una prominente institucién de
Seattle. El proyecto culminaria con un evento cultural
importante: una exposicién interactiva y educativa que
mostraria la influencia del arte latino en las corrientes de

musica popular e historia social norteamericana.

Con el apoyo del Centro Simpson, los organizadores

principales reunieron en la universidad a estudiosos de



the exhibition’s form and content, evolving a research
network and an advisory board in the process. In the
project’s next phase, the principal organizers team-
taught a seminar that trained graduate students to do
essential field and archival research for the exhibition.
As the UW and EMP collaborators generated their final
exhibition plans and sought further resources for its
implementation, the Simpson Center built comple-
mentary programming for professional scholars, UW

undergraduates, K-12 teachers, and the general public.

The fruit of this committed and ambitious collabora-
tion, American Sabor: Latinos in U.S. Popular Music, rep-
resents the work of many passionate minds and hearts,
a synthesis of their diverse skills and knowledge. The
faculty scholars offered versatility with musical genres
and historical narratives, cultural expertise and criti-
cal analysis. Operating as coordinator of the Seattle
Partnership for American Popular Music and liaison
between the UW School of Music and EMP, Rob Carroll
helped guide and sustain this project from its incep-
tion. Francisco Orozco and Amanda Soto both entered
through the graduate seminar and evolved specialized
roles: Orozco as a researcher on the curatorial team and
Soto in curriculum development and training. The part-
nership with EMP, and Jasen Emmons’ leadership in
particular, introduced vision, experience, and resources
unique to the museum. These included curation and
education practices attuned to interactive, multi-sen-
sory learning and a popular audience, as well as out-

reach and fundraising that made real new possibilities

vanguardia para consultar sobre la forma y contenido
de la exposicidn, y en el proceso, se creé una red de
investigacién y un comité asesor. En la siguiente etapa
del proyecto, los organizadores principales dictaron
conjuntamente un seminario para entrenar a estudi-
antes de postgrado a realizar investigaciones de campo
y de archivo esenciales para la exposician. Mientras
los colaboradores de la UW y el EMP formulaban sus
planes finales y obtenian recursos adicionales para la
implementavidn, el Centro Simpson cred programas
suplementarios para expertos, estudiantes de la UW,
profesores de escuelas primarias y secundarias y el

publico en general.

El fruto de esta ambiciosa y dedicada colaboracién,
American Sabor: Latinos en la Musica Popular Norteam-
ericana, representa el trabajo de muchas mentes y
corazones apasionados, una sintesis habilidades y
conocimientos diversos. Los expertos de la universidad
ofrecieron versatilidad con géneros musicales y nar-
raciones histdricas, experiencias culturales y anélisis
criticos. Como coordinador de la Seattle Partnership for
American Popular Music y como intermediario entre la
Facultad de Musica de la UW y el EMP, Rob Carroll ayudé
a guiar y mantener este proyecto desde su origen. Fran-
cisco Orozco y Amanda Soto se iniciaron en el seminario
de posgrado, especializandose luego como investigador
del equipo curatorial, y en desarrollo de contenido y
adiestramiento, respectivamente. La asociacién con el
EMP, especialmente bajo el liderazgo de Jasen Emmons,

proporciond vision, experiencia y recursos tnicos al



for staging research publicly.

Partnerships like this one pose unique challenges,
demand adaptive skill, and yield transformative
learning opportunities on all sides. Collaborators
must negotiate differences among institutional mis-
sions, professional orientations, and core knowledges.
Navigated successfully, the process delivers profound
personal, professional, and institutional insights, and
with new understanding, new ways of working as well.
In changing the practices and consciousness of those
involved, collaboration makes something new, some-
thing even more lasting than the exhibition or pro-

grams that will carry the name of American Sabor.

Enriched by numerous individuals across and beyond
the university and EMP, American Sabor promises to

enrich the culture of both institutions. In its realiza-

tion, it carries forth a collective wish to welcome future

collaborations, with new participants and new institu-

tions, both in this locality and in others.

MIRIAM BARTHA is assistant director of the Simpson
Center for the Humanities at University of Washington,
Seattle. The Simpson Centers fosters creative research
and teaching in the humanities through interdisciplinary
initiatives, collaborative projects, and public engagement

programs.

museo. Entre estos, se pueden incluir préicticas curato-
riales y educativas que armonizan con un aprendizaje
interactivo multisensorial y con una audiencia popu-
lar, asi como actividades de alcance comunitario y de
recaudacion de fondos que aumentan las posibilidades
de presentar investigaciones al publico.

Una asociacién como esta presenta desafios tnicos,
exige habilidad de adaptacién, y produce oportuni-
dades de aprendizaje transformativo en todos los
sentidos. Los colaboradores deben resolver diferencias
entre las misiones de sus instituciones, orientaciones
profesionales y conocimientos esenciales. Navegado
exitosamente, el proceso brinda percepciones valiosas
de carécter personal, profesional e institucional, y con
nuevo entendimiento, se logran también nuevos méto-
dos de trabajo. Al cambiar los habitos y la conciencia de
los involucrados, la colaboracién da origen a algo nuevo,
algo mds perdurable que la exposicién o los programas
que lleven el nombre de American Sabor.

Enriquecida por muchos individuos dentro y fuera de la
universidad y del EMP, American Sabor promete elevar
la cultura de ambas instituciones. En su realizacién
agranda el deseo colectivo de emprender nuevas colabo-
raciones con nuevos participantes e instituciones, en
esta y otras localidades.

@(&\%M:S’\,
MIRIAM BARTHA es directora asistente del Centro de
Humanidades Simpson en la Universidad de Washington,
Seattle. Los Centros Simpson promueven la investigacion
y aprendizaje creativos de las humanidades a través de

iniciativas interdisciplinarias, proyectos colaborativos y
programas de participacion publica.
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Promotional photo for Miami Sound Machine, 1985.
left to right: Emilio Estefan, Kiki Garcia, Gloria Estefan, and Marcos Avila
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Snapshot of Tito Puente in traditional jibaro hat playing timbales
in Puerto Rico, 1960.

2007.60.1 * COURTESY OF JOHAN KUGELBERG
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AMERICAN SABOR

LATINOS IN U.S. POPULAR MUSIC

In Spanish, sabor means taste or flavor and is com-
monly used to refer to good music. What makes the
music of the United States tasty? What flavors distin-
guish it, and where have they come from? In addition
to its rich European and African heritage, U.S. popular
music is flavored with sounds drawn from many parts
of the Americas, including indigenous traditions.
Latinos have helped bring these sounds to U.S. audi-
ences, and—just like European Americans and African
Americans—they have contributed new musical flavors
that sprang from their experiences on U.S. soil. While
some Latinos crossed the border to come here, others
remember how “the border crossed them.” The 1846
Treaty of Guadalupe Hidalgo annexed California, Texas,
Arizona, New Mexico, Nevada, Colorado, Utah, and
parts of Wyoming to the United States. Overnight,
Mexicans living in those territories became Mexican
Americans. After the 1898 Spanish-American War,
Puerto Ricans also found themselves under U.S. con-

AMERICAN SABOR

LATINOS EN LA MUSICA POPULAR
NORTEAMERICANA

,,,,,,

La palabra Sabor, describe el placer del paladar, es
comunmente utilizada para describir buena musica.
;Qué vuelve sabrosa a la musica norteamericana? ;Qué
sabores la distinguen, y de dénde provienen? Ademas
de su rico legado cultural europeo y africano, la musica
popular norteamericana estd salpicada de sonidos de
muchas partes de las Américas, incluyendo tradiciones
indigenas. Los latinos han ayudado a traer estos soni-
dos a las audiencias de los Estados Unidos, y—al igual
que los americanos de origen europeo y africano—han
contribuido con sabores musicales novedosos surgidos
de las experiencias en este pais. Si bien algunos latinos
cruzaron la frontera para venir aqui, otros recuerdan
como “la frontera los cruzé a ellos”. Con la firma del
Tratado Guadalupe Hidalgo en 1846, fueron anexados
a los Estados Unidos California, Texas, Arizona, Nuevo
México, Nevada, Colorado, Utah y partes de Wyoming.
De la noche a la mafiana, los mexicanos viviendo en

esos territorios se convirtieron en méxico-america-

13
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trol, and became U.S. citizens in 1917. American Sabor:
Latinos in U.S. Popular Music is a museum exhibition
that presents the musical contributions of these and
other U.S. Latinos from the 1940s to the present, a time
during which popular music - music we hear mainly
through commercial recordings, radio, and TV - has
become increasingly important to our experience and

our definition of who “we” are as Americans.

American Sabor explores the combinations of social his-
tory and individual creativity that produced stars like
Tito Puente, Ritchie Valens, Celia Cruz, Carlos Santana,
and Selena, using their music as a window onto the
broader experience of Latino communities. The exhi-
bition illustrates contributions of Latino musicians
and fans not only to “Latin music,” but also to rock

‘n’ roll, rhythm and blues, jazz, country and western,
punk, and hip-hop. The musicians and communities
featured in this exhibition are therefore “American”

in every sense of the word, whether we use it to mean
the United States or the Americas more broadly. Their

experiences are part of the American experience.

American Sabor focuses on five cities that have been
important centers of musical production for Latino
musicians since World War II: New York, Los Angeles,
San Francisco, San Antonio, and Miami. These choices
are guided by the exhibition’s emphasis on popular
music, its focus on U.S. communities, and its time
frame. Much remains to be said about other regions,

such as New Mexico and Arizona, where the mixing of

nos. Al finalizar la guerra hispano-americana en 1898,
los puertorriquefios quedaron bajo control norteam-
ericano, y en 1917 se convirtieron en ciudadanos.
American Sabor es una exposicién que presenta las
contribuciones musicales de estos y otros latinos desde
los afios cuarenta hasta hoy, etapa durante la cual la
musica popular—difundida principalmente via graba-
ciones profesionales, radio y TV— ha adquirido cada
vez mds importancia en nuestras vidas y la definicién

de “quiénes” somos como norteamericanos.

American Sabor explora la combinacién de la historia
social con la creatividad individual que produjeron
estrellas como Tito Puente, Ritchie Valens, Celia Cruz,
Carlos Santana y Selena, utilizando su musica como
ventana a la experiencia colectiva de las comunidades
latinas. La exposicién ilustra las contribuciones de

los musicos y aficionados latinos no sélo a la “musica
latina”, sino también al rock ‘n’ roll, rhythm y blues,
jazz, country y western, punk y hip-hop. Los musicos
y las comunidades en esta exposicién son por lo tanto
“norteamericanos” en todo el sentido de la palabra, ya
sea empleada para referirnos a los Estados Unidos o a
las Américas en general. Sus experiencias son parte de

la experiencia norteamericana.

American Sabor se enfoca en cinco ciudades que han
sido importantes centros de produccién musical para
latinos desde la Segunda Guerra Mundial: Nueva York,
Los Angeles, San Francisco, San Antonio y Miami. La

seleccién de estos centros es guiada por el énfasis que



indigenous Mexican and Spanish music has a long, rich
history; or other large cities, like Chicago, that have
vibrant Latino communities. A purely music-centered
consideration of Latino influences would also have to
include the profound impact of Brazilian music. And
any longer history would have to include New Orleans,
which has been a point of musical exchange between
the U.S., the Caribbean, and Mexico since colonial
times. Despite this exhibition’s limited focus, however,
it still encompasses a rich variety of history, experi-
ence, and musical style.

NEW YORK was the first center of the recording indus-
try in the world, beginning in the 1890s, and the city
attracted professional musicians from all over Latin
America. Cuban musical styles like the rumba, mambo,
and cha cha cha were widely popularized by New York
bands and recording labels through the 1950s. Puerto
Ricans also participated in the development of those
styles, and by the mid-20th century they predominated
both in population numbers and in the music business,
driving the development of salsa music and its interna-
tional popularization in the 1960s and 1970s. In recent
decades, the population of Dominican immigrants has
grown sharply. Caribbean Latinos, many of whom are
of African descent, have also had extensive musical

exchange with African Americans in New York.

LOS ANGELES, a center of the popular entertainment
business since the 1920s, has an established U.S.-born

Latino population that exists in dynamic relation to

la exposicién ha colocado en la musica popular, las
comunidades estadounidenses y su época. Mucho queda
por decirse de otras regiones, como Nuevo México y
Arizona, donde la mezcla de musica tipica mexicana

y espafiola abarca una larga y rica historia; o de otras
metrépolis como Chicago, con vibrantes comunidades
latinas. Si se hiciera una consideracién de influencia
latina centrada puramente en la musica, tendria que
incluirse el profundo impacto de la musica brasilefia. Y
cualquier historia mas extensa habria incluido a Nueva
Orleans: el centro de intercambio musical entre Estados
Unidos, el Caribe y México desde tiempos coloniales.
Dejando a un lado su limitado alcance, esta exposicién
abarca una rica variedad de historia, experiencias y

estilos musicales.

NUEVA YORK, desde 1890, fue el primer centro de la
industria disquera en el mundo y un iméan para los
musicos profesionales de toda Latinoamérica. Durante
la década de 1950, los estilos musicales cubanos, como
la rumba, el mambo y el cha cha ch4, fueron popu-
larizados por las orquestas y estudios de grabaciéon
neoyorquinos. Durante las décadas de 1960 y 1970, los
puertorriquefios también participaron en el desarrollo
de esos estilos y, a mediados del siglo veinte, pre-
dominaban tanto en numeros de poblacién como en
numeros de comercio musical, contribuyendo a impul-
sar el desarrollo de la salsa y su difusién internacional.
En las tltimas décadas, la poblacién de inmigrantes
dominicanos ha aumentado marcadamente. También

ocurre considerable intercambio musical entre los
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Bajo sexto, a 12-string guitar fused with a bass commonly used in Mexican music,

formerly owned by Doug Sahm of the Sir Douglas Quintet and the Texas Tornados.

2007.62.1 « COURTESY OF THE SAHM FAMILY



Ritchie Valens (center) performing with saxophone player Walter Takaki and vocalist Walter Prendez
on February 7, 1958, at Mary Immaculate Church in Pacoima, CA.

2007.85°1 COURTESY OF PHOTOGRAPHER GIL ROCHA
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the constant influx of Mexican and Central American
immigrants. Latino musicians in Los Angeles have been
active participants and innovators in “mainstream”
genres of music, such as jump blues, rock ‘n’ roll, punk,
and Caribbean-derived styles. At the same time, L.A’’s
recording industry has catered to Spanish-speaking
audiences, and today gives voice to new styles like
banda rap and jarocho punk that are associated with a

more distinctively Mexican American identity.

SAN ANTONIO’S music industry consisted, for much of
the 20th century, of small labels that produced con-
junto, orquesta, and corrido music primarily for local
Tejanos (Texans of Mexican ancestry). Many Tejano
musicians nonetheless incorporated jazz, blues, soul,
and rock in their repertoires, and this laid the founda-
tion for a “Tejano music” industry that projected local
artists on a national and international scale beginning
in the 1980s. San Antonio bands also created a racially
integrated soul and rhythm and blues scene known as
the Westside Sound that dates from the 1960s.

SAN FRANCISCO has the smallest and most ethnically
integrated Latino community of all the cities, centered
in its Mission District, where people from Mexico,
Puerto Rico, Chile, Cuba, El Salvador, and other Latin
American nations lived together after World War II.
This community nonetheless produced one of the most
successful and visible Latino musicians in U.S. popular
music, Carlos Santana. The history of Santana and of

the San Francisco Latin music scene is inextricably

latinos de origen caribefio, muchos de descendencia

africana, y los afroamericanos de Nueva York.

LOS ANGELES, centro de la industria del entreten-
imiento popular desde los afios veinte, tiene una
poblacién latina nacida en los Estados Unidos, que
mantiene una relacién dindmica con los inmigrantes
mexicanos y centroamericanos. Musicos latinos en Los
Angeles han sido participantes activos e innovadores de
géneros de musica "establecidos”, como el jump blues,
rock ‘n’ roll, punk y estilos caribefios. Al mismo tiempo,
la industria disquera de LA atiende a los gustos del
publico de habla hispana, ddndole voz a los nuevos esti-
los como la banda rap y el jarocho punk, normalmente

asociados a una marcada identidad méxico-americana.

La industria musical de SAN ANTONIO consistié,
durante gran parte del siglo veinte, en pequerias pro-
ductoras de conjunto, orquesta y corrido—musica para
los tejanos locales (texanos de ancestro mexicano).
Asiy todo, muchos musicos tejanos incorporaron el
jazz, blues, soul y rock en sus repertorios, sentando
los cimientos para la industria de “musica tejana” que,
a partir de los afios ochenta, proyecté a sus artistas
locales a escalas nacionales e internacionales. Ademas,
los grupos musicales de San Antonio crearon un ambi-
ente racialmente integrado de musica soul con rhythm
and blues, que se conoce como Westside Sound y dede

los afios sesenta.

SAN FRANCISCO tiene la comunidad latina mas



bound to the civil rights movement and the counter-
culture of the 1960s and 1970s, for which San Francisco

was a symbol of new possibilities.

MIAMI’S Latino population is the youngest, and—in
contrast to the pattern of economic immigration
almost everywhere else—was strongly shaped by the
political exodus from Cuba following the 1959 revolu-
tion. Although Miami’s Latino population has since
exploded and diversified, its most important role in the
production of Latino music today is as a headquarters

for the Latin divisions of major recording labels.

To help compare and contrast these diverse communi-
ties, American Sabor highlights three themes, or ques-

tions, that cut across regions:

I. How have the musical innovations of Latino youths
crossed ethnic and racial boundaries and helped shape

American popular music?

Ritchie Valens has become one of the most familiar
images of Latino youth in American popular music.
Born Ricardo Valenzuela in greater Los Angeles in
1941, he is remembered especially for his 1958 rock ‘n’
roll version of a Mexican folk song, “La Bamba,” and
for his tragic death in the 1959 plane crash that also
killed Buddy Holly and the Big Bopper. Fewer people
remember, however, that Valens’ biggest hit was a
doo-wop ballad called “Donna,” and that he played in a
racially integrated band that included white, black, and

pequenia, pero mds étnicamente integrada, de todas las
ciudades, siendo su centro el Mission District donde,
desde la Segunda Guerra Mundial, se han conglomerado
inmigrantes de México, Puerto Rico, Chile, Cuba, El
Salvador y otros paises latinoamericanos. Esta comuni-
dad produjo uno de los musicos latinos de més éxito en
la musica popular estadounidense: Carlos Santana. La
historia de Santana y de la musica latina en San Francisco
estd inextricablemente ligada al movimiento de derechos
civiles y a la contracultura de los afios sesenta y setenta,
en los que San Francisco se convirtié en simbolo de nue-

vas posibilidades.

MIAMI tiene la poblacién latina mas joven de todas 'y,

a diferencia del patrén de inmigracién econémica en
casi todo el resto del pais, ha sido definida por el éxodo
politico de Cuba a partir de su revolucién en 1959.
Aunque su poblacién latina se ha multiplicado y diversi-
ficado, su rol mas importante en la produccién musical
actual es sede de las divisiones latinas de las principales

empresas disqueras.

A fin de comparar y contrastar estas comunidades tan
diversas, American Sabor resalta tres temas o preguntas

que abarcan todas las regiones:

. ¢Como han cruzado las innovaciones musicales de la
I. ;Comoh do [ les del
juventud latina las fronteras étnicas y raciales para formar

parte de la musica popular norteamericana?

Ritchie Valens se ha convertido en una de las imagenes
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Flier for performance by Los Illegals in East Los Angeles, circa late 1970s.
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