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ABSTRACT

This thesis is a study in the contextual construction of a musical
event, and how an individual can affect that context. Using Tilo Paiz, the
leader of a Latin Band, as a case study, a closer look was taken at what
he does to create a sense of occasion for the comunidad Latina in
Edmonton, Alberta. Through the emergence of an event called "fiesta”, it
will be shown how Tilo Paiz leads the comunidad Latina towards an
ephemeral creation of an ideal community. This thesis shares with other
ethnomusicological writings, a desire to understand not only the context
in which music is being performed, but how the social actions of a

musical performance creates the very context of which it is a part.
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INTRODUCTION

This thesis outlines two parallel journeys of a personal inquiry/quest. One is
that of an experiential and ethnographic scarch within the realm of Latin-American
popular music. The other is the intellectual grounding of my interest in this music
within the discipline of ethnomusicology. Combining these interrclated worlds of
academia and the experiential will, 1 hope, not only cstablish my credibility with you,
the reader. but also situaic myscll somewhere between those musicians with whom 1
have performed and listened (o over the years, and the scholars who have had the most
influence on me through their writings and conversations. Both groups of people have
provided me with a number of insights concerning popular music and its performance.
This has made me reflect upon my own involvernent within the genre. The present
manuscripe, then, is the result of two years of ficldwork, research, and performance of
Latin-American popular music within a very specific coritext which the comunidad

Latinal in Edmonton. Alberta, call FIESTA.

The Jourmncey Begins

My "Latlin excursion” began much carlier than when 1 first came to Edmonton in
1994. 1l was an cvening concert, six years previous, al the Montreal International Jazz
FFestival, that first sparked my interest in the experiential context which the
performance of Latin-American popular music creates.

I remember making my way, along with at least 200 others, to the outdoor stage
approximaltcly twenly minuies before the concert was to begin. Many, including
mysell, were tired and hot from the day's activitics and were relicved by the onset of the
cool evening breeze. Around 9 pumn., the stage lights were turned down and this drew
whistles and screcams [rom the audicnce. Suddenly, the stage exploded with colorfully
dressed musicians and the sounds of salsa, merengue, and cumbia! By the end of the
third song 1 looked around to sce that at lcast 1000 people had since congregated to
share in the infectious music. Belore long, | was lost amongst an undulating mass of
rcjuvenated dancers. We were all moving with the music, with the musicians, and with
cach other. It was during this concert that I took part in a feeling of oneness with

those around mec.

V' La camunidad Latina is Spanish for the "generic” Latin community, and should not be confused with some
kind of organization or leagne. The reason for using the term in its vernacular is quite simply that this is how
members of the cormmunidad Latina in Edimonton refer to themselves.



What had happened here? What had tumed this tired, disparate crowd into an
energetic. collective whole? 1 wanted to understand why a performance of a musical
genre (in which 1 had little 1o no knowledge of, or identification with) was able to draw
me into its communitas. By communitas 1 am referring to the term. coined by Victor
Turner, which he defines as a state in which participants of a ritual become a
communion of equal individuals. and sharc in a similar experience of "oneness”
(1969:96). This cxpericnce is, of course., not unique to mysclf. Scholars like
Christopher Waterman (1990}, Charles Keil (1966), Judith Lynne Hanna (1983), and
Avron White (1987) have also writien about their experiences of "a special How of lived
time" (Waterman 1990:215), "the ‘high' feeling” (White 1987:206). or the "engiendered
fecling” (Keil 1966:32) they reccived when part icipating in musical performances with
friends and collcagucs during their ficldwork. Many musicians ol popular musie to
whom I have spoken over the years reler Lo this experienee as "getting into 1he groove”.

In a collaborative work, Charles Kceil and Steven Feld write about these Music
Grooves (1994) which they view as a process: it's the music that grooves (ibid.:23).
More specifically, when they say "it's the music that grooves,” they are drawing
atlention to the ephemerality of the music, 1o one's participation in and expericnee of
it; it gives one participation consciousncss (ibid.). Trying to understand the Latin
groove (based on Keil and Feld's delinition) at ficstas in Edmonton is what initiated the
topic for this thesis.

Perusing the literature on Latin-American popular music soon revealed that,
until recently, there has been a lack of coverage of Latin-American popular music and
its place within a performance context. In his book Music in Latin Amcrica (1980),
Gerard Béhague called for the need to fill this gap. Within the last len years there have
been a number of writings by scholars who provide historical, and sometimes social-
contextual overviews of the diflerent genres of Latin-American popular music. 2
However, many of these studies only focus on one particular genre as performed in its
country of origin. Since the 1940's, the sounds and influcnces of Latin-American
popular music can be heard throughout the world. Suc Steward (1994) provides an
overview of how salsa (onc particular kin:d of Latin-American popular music) alone has
extended its reach past its generally accepted place ol origin, Cuba, to the rest of the
Caribbean, South America, North America, and beyond.

Additionally, many of the Latin music groups in North America include salsa

along with other genres such as merenguc and cumbia during their performances.

2 For more recent cxamples, see Paul Austerlitz (1993) and Jorge Duany (1994) for merengne, Vernon 3oggs
(1992) for salsa, and Steven Loza {1984) for son.



According to the Latin musicians I have spoken to, there are few examples of
"specially” bands in Canada who perform solely salsa, cumbia, or merengue. However,
it should be noted that becausce of the panoramic nature of salsa3, groups of
musicians who perform diflerent genres of Latin-American popular music are
somctimes sifll referred 1o as "Salsa bands”. For the purpose of this thesis, I will refer
to such groups as Lalin bands sincce this is the designation which the majority of the
musicians spoken {o uscd.

The combination of different genres, and their performance contexts in North
Amecrica has received greater attention within the last few years. Peter Manuel (1991,
1995), Steven Loza (1993), Vernon Boggs (1992), and Felix Padilla (1989) are among
the few scholars who have undceriaken such an initiative. However, much of this work
concentrales on the United States and the music's international influence. Literature
which focuses on a Canadian context. has been limited to graduate theses and a few
articles.? Hence, there is a definite need to continue, and further, the study of these

musical performances which arc taking place in our own "backyards”.

Gelling into the Lutin Groove
The Scptember following that prescient Latin music performance was to mark

the beginning of my undergraduate degree at which time I began my studies in
pereussion. Wanting to further my kriowledge of Latin-American popular rmusic, I
wasted little time in learing how to play the different drums used in a standard Latin
band (i.c. congas, bongos, and timbales). During the first year of my program, there
was a Latin percussion workshop with Memo Ascevedo, a prominent band leader from
Toronto. Following a group lesson, I had the opportunity to speak with Memo, at
which time 1 recounted my experience at the jazz festival, and explained my interest in
the music. During our conversation, he said something which turned out to be of

central importance (o this thesis:

Everybody talks about the contagious and iniectious nature of Latin
music, but they don't realize that it is more than just the rhythms or the
melodies. 1t's about building bridges, getting people to take part in the
fcel of the music. The role of the musician is to not just play the music
so that others can take part in it, but o perform it in such a way that
they will want to be a part of it.

3 e term salsa often subsumes other genres of Latin-American popular music {i.e. mambo, chachach4 .
cuinbia). See Sue Steward (1994) for more insight into this multifarious term.
Sec Lise Waxer (1991) and Anniemarie Gallaugher (1994).



I wanted to learn more aboul this role of Latin musicians, and although 1 did not
realize it at the time, my lessons and performing with different local "world beat” bands
were the first important steps taken on my experiential-intellectual journey.

There are many examples in the ethnomusicological literature which advocate
the learning of an instrument in order to understand better the music under study.
One of the first examples is that of "bi-musicality”, a term coined by Mantle Hood
(1960). He created a program at U.C.L.A. for his students so that they could leam
Gamelan and African drumming as part of their studics. Applied examples of
researchers-turned-instrumentalists can be scen in a number of writings. Paul
Berliner's ethnography 7he Soul of Mbira (1978} was writicn from his perspective as an
apprentice and performer. Other examples of where the author's involvement in the
musical performance played an important role include J. M. Chernoff description of
West African drumming (1979), Chrisiopher Waterman's work with Jaja music (1990),
and Steve Loza's Barrio Rhyf_hms (IQQSL Quilc simplyi according to 1lclen My(-r?;i
estabhshmg a close rt:latmnshlp wﬂh a masler musician is a common and successiul

approach in ethnc:rnusimlcgy (1991:31).

getting into the groove, and undcrslanclmg it, Lhr@ugh music mal{ing;

Getling into the groove means a unified mind-body in social context, in
your sound-context relationship to the music being performed. In order
to understand what any musician is doing. you have to have done some
yourself. Listening alone won't let you conneet to the music or to other
people. All the listening in the world does not condition your mind-body
to be musical and therefore to lake the next siep in lste niﬂgﬁ Unless
you physically do it. it's not really apprchensible, and you're not he aring
all there is to hear inside the music. You're not eniering il.

Participation is crucial. That's why il's rcally important to me that
you're a trombone player, participating in making thosc grooves, 100,
and keeping that in creative lension with your scholarship. (Keil and
Feld 1994:30)

By Iearning how 1o play Latin ]‘)EFC:USEiﬂfl instrumentls, t‘cmga% in parlic:u]ar I
the Perspechve of a musician. A(Idn,mﬁally. as [ would later discover, my knowledge of

congas played a key role in entering the Latin scenc in Edmonton.



Discovering the Latin Scenc
It was not long after 1 arrived in Edmonton to begin graduate studies that

(]

within the Latin scene, 1 atiended as many performances as possible. This allowed me
to familiarizc mysclf with the different coniexis of Latin-American popular music found
in Edmonton. Bul of course there is much more lo the music than its sounds; music
is aboul process, not just product. As Regula Qureshi states, "music is the acoustic
manifesiation of the relationship between those who create it” (Qureshi 1994:346).
She, as well as other scholars, suggest that the siudy of musical events should deal
with behavioral choices in the decision-making process of participants in the musical
oceasfon, thus contributing to an understanding of the dynamic of context (Qureshi
1987:61). Sara Cohen states that the approach of popular music should focus upon
social relationships, emphasizing music as social practice and process (Cohen
1990:123). For Christopher Waterman. the irreducible object of ethnomusicological
inlerest is not the musie iisell. bul the historically situated human subjects who
pereeive, learn, interpret, evaluate, produce, and respond to music (Waterman
1991:66). Therclore, a focus on where the musical process physically begins, in the
hands of the musicians. scemed to be the next logical, and most obvious step.

During the time of this study, there were four local Latin bands performing both
in and out of the city. The largest of the bands, called Tilo Paiz y sus Ban&a Amistad
(Tilo Paiz and his Band of IFriends), consisted of eleven players (three percussionists
(timbales, congas, bongos), bassist, keyboardist, guitarist, trombonist, trumpeter,
saxophonisl, a malc lcad singer, and a female lead singer), while the smallest band,

called Los Caminantes (The Wanderers), had five performers (two percussionists

Latin Bands in Edmonton can be defined as a group of musicians who perform
the following Latin-American popular music genres: salsa, merengue, cumbia, punta,
chachachd, and bolero, through the above mentioned instrumentation. While
Amabana and America Rosa, the remaining two local bands, perform additional
matlerial {i.c. cerlain pop songs and Chilean folk songs), the six previously mentioned

the songs performed by these musicians are "cover tunes" (i.e. not original material),



and represent Jos éxitos (the most popular or successful songs) performed by recording
artists from Central and South America.”

others present, invariably Icad to that of the musicians. Although a somewhat obvious
choice, I decided to narrow my focus on the Latin bands in order to have a betler
understanding of the Latin groove, and what they (the musicians) did to achicve it. In
his work Thinking in Jazz(1994), Paul Berliner also concentrates on the musicians
and how they perceive/conceive Liie notion of getting into the groove, or crealing a

specific kind of relationship between themselves and the music, other musicians, and

social-contextual construction of a performance.

Delineating a Context

performances in Edmonton, I should mention something about the comunidad Latina
itself. As seen in footnole number 1, comunidacd Lalina means Latin communily.
When used in this thesis the term will be referring to Central and South American, and
Caribbean immigrants living in Edmonton. According to the most recent census tracts
(tallied in 1991), there are approximately 7500 such immigrants living in the city.
Latina. What makes fiestas such a significant cvent to the comunidad Lalina is that it
offers them one of the few opportunitics to come together and appear 1o cach other as
an ethnic community.

American popular music. The first is local Spanish bars, whilc the other is what the
comunidad Latina call fiesta. While there is little doubt that a study of the Latin bar
scene would have produced rich ethnographic data, I had a grealer inferest in the latter
context of performance. The reason for choosing (o focus on ficsla, I must admit, was
initially due to the fact that attending these events typically led 1o an experience nol
unlike the one I encountered at the Montreal jazz festival. Moreover, aficr allending a
number of these events, it became apparent that, to the comunidad Lalina, there was

something special and unique aboul the sensc of occasion created at flesias. While

5 Although a grossly essentialized gencralization. this description Is meant to provide the reader with an
overview of what I am referring to when the term Latin band is uscd (s this thesis progresses, a more detatled
analysis of such a group will begin to emerge). Additionally, this definition is by no means unlque to groups in
Edmonten. There are a number of similar musical groups found throughout Canada.



performances in bars take place within a pre-established and pre-determined
cnvironment, ficsias secm to have a need o contextually construct themselves. What [
mean by this is that a bar is a building built for the specific purpose of housing Latin
band performances. Additionally, regardless of the number of people who arrive at the
Spanish bar, the cvent will still take place. Ficstas, on the other hand, do not have a
specific building in which to be held. Therefore, the community hall (a common
environment) must be transformed inio a place of fiesia by the actions of its
participanis. Hence, unlike the bars, fieslas require the presence of all participants. In
other words, a fiesla's existence emerges as it is being experienced.

Duce o the emergent nature of the occasion, the best way to understand what
fiesta "is"” will be to oulline an account of a specific event; this will be the purpose of
chapier 1. For the present, I will provide a general conlext for fiestas in Edmonton.

Typically held in communily halls, fiestas serve two functions. First, they are

meant to raise funds for the group organizing the event. One example of an organizing

mortgage of their church. Another is the Federacion Salvadorena de futbél who try to
raisc money for their soccer icams. The second function of the fiesta is for the
comunidad Latina to come together and creale a sense of "ideal community” (Asch
1988) through the sharing and "saciabi]ity"g (Frith 1992:177) of Latin-American

popular music. This is accomplished through a combination of dancing (for the

and family.

Since there are four local bands from which fiesta organizers can choose, they
are often assured of being able to hire musicians for the event. On some occasions a
which would decrease the amount of funds raised, this is rarely done. Of the 14 fiestas
attended during my fieldwork, six of them had only one band playing for the entire
cvent, while the rest consisted of two groups, and, on one occasion, three (this was the
only instance where a band from outside Edmonton was hired to perform), who
performed consecutively throughout the night. Without exception, all fiestas had Latin
bands as the performers for the event. These musicians are hired to provide a very
specilic style of music, which, in turn, crecates a very specific kind of response from the

audicnce members, i.e. the dancing. As will be shown in the following chapter, each

6 ram usinig the term "sociability” to reflect Frith's comment that a musical performance is a collective
experience which involves musicians and audicnce; the music both creates and articulates the very idea of
comimunity (1992:177).



genre of Latin-American popular music is accompanied by a particular dance which
the Edmonton comunidad Latina follows without question.

As mentioned above, conversations with fiesta participants invariably led to
that of musicians. More specifically. it ofien led to the discussion of onc particular
band. Tilo Paiz y sus Banda Amistad. This group of musicians is generally considered
to be the best Latin band in Edmonton and. as a number of audicnce members
informed me, "good at creating a successful ficsta”. Raling a fiesta as successful or not
is, to both the audience and musicians, as significant as the event itself. It is generally
agreed upon that a large factor determining an occasion’s success falls on the
shoulders of the band. Duc to this particular group of musicians' popularity, I decided
to narrow my focus of study to how and why Tilo Paiz y sus Banda Amislad was
considered particularly apt at accomplishing a successful ficsta.

Focusing on parlicipants within a particular context is nol uncommon in the
discipline of ethnomusicology. As Gerard Béhague statcs, "the study of music
performance as an ecvent and a process and of the resulting performance practices or
products should concentrate on the actual musical and cxtra-musical behaviour of the
participants, and the rules or codes of performance defined by the community for a
specific context or occasion” (1984:6). Many contextual studies of music have focused
on the influence the context has on the performance, and on scarching for the cxtra-
musical influences on the performance practice. However, as Anthony Sceger
suggests, "a musical performance is as much a part of the creation of social life as any
other part of life, and that the creation and re-creation of relationships through an
event creates a social context which influences other such contexts” (1987:83); hence,
context cannot be separated from text in general: context is part of the text. (ibid.).

In his ethnography of the Suy4 (1987) Seeger places emphasis on performance
and the enactment of social processcs rather than social laws, with greater cm phasis
on process and performativity. Ruth Stone's Let the Inside Be Sweet (1982) is another
example which brings together the sounds of performance and the behaviour of
performers and audience through a careful study of Kpelle music events in Liberia.
The application of such an approach has rccently influenced the work of those who
study popular music within an urban context.

While popular music studies have, traditionally, placed morc emphasis on a
Marxist approach,? scholars like Sara Cohen (1991), Charles Keil (1992, 1994), Paul
Berliner (1994), Steven Feld (1982}, Christopher Waterman (1990), Anncmaric

7 See Garofalo (1987), Fiske (1989), Cha:ﬁbcrs (1985, 1988), Matta (1988). For an overview of “traditionalist”
popular music studies, see Denisoff and Bridges (1983} and Middlcton (1990).



Gallaughcer (1994), and George Lipsitz (1994) have begun to incorporate a social-
contextual analysis of popular events themselves, including those who partake in the
occasion. According to Waterman, music and dance of pupular events provide a
pattermned context within which other things happen (1990:213). However, he warns
us that "context” is perhaps the most abused term in the ethnomusicological lexicon.
Waltcrman suggests a conceptual reversal where the study is not only on music in
context, but of music as a context for human perception and action {ibid.:214). Based
on this notion, 1 will demonstrate in this thesis how the music performed at a fiesta is
not just /n coniext, it creales conlext.

Increascd focus on popular music events has led to a more complex view of an
cvent which is usually associated with "profane fun” (i.e. occasions that incorporate
pop music, food, alcohol, and frolicking). In his ethnography about polka parties,
Charlcs Kcil views popular dance events as something more than a form of simplistic
leisurc. He demonstraies that such events can and should be treated as secular
rituals which allow an individual to transcend the particularities of mundane urban
life surroundings into "Polka Happincss” (1992:103). Fiestas in Edmonton mirror the
transformative secular ritual signs which Keil found present during Polka parties:
ritual spacc and ritual time defined as distinct from utilitarian or quotidian space and
time; ritual garb and gestures and motions; ritual friendliness and avoidance of strife;
and the subjugation of profit to the community-building functions of the occasion
(ibid.).

This thesis is taking up Keil's invitation by treating fiestas in Edmonton as an

important ritual in the comunidad Latina.

Narrowing the Focus of Study
Once the decision was made to focus on Tilo Paiz y sus Banda Amistad, I

attended all of their performances held in the city, as well as one in Calgary, over the
course of two years (12 fiestas in total). During my fourth fiesta I was introduced to
Tilo Paiz, the band's leader. Following a brief introductory conversation, at which time
I explained my interest in fiesta as a possible thesis topic, we made arrangements to
speak the lollowing week in the form of a more formal interview. I wanted to
understand what it was that made this Salvadorean born drummer and his band
unique to other performers in the context of fiesta. It was during this first interview
that ‘Nlo informed me of what he felt his role was: to create an ambiente which was
conducive to fiesta. Although there is another factor which helps achieve a successful

ficsta (L.e. the reputation of the organizers), according to Tilo, it is largely the



responsibility of the band leader to create what he calls unir(literally to unite, or his

experiences into one collective whole, is what Tilo considers the ultimate goal of every

fiesta.

come to formulate the central question for this thesis: How docs Tilo implement unir,
and how does this “joining" rclate to the emergence of the ficsia itsclf?

My decision to concentrate on Tilo Paiz within fiesta was not an arbitrary onec.
The majority of field informants, including members of Banda Amistad, felt that Tilo
was one of the major je/es (chiefs or leaders) in fiesta creation. Additionally. focusing
example can be seen in the work of Regula Qureshi who stresscs the vantage point of
the Qawwal since it is that individual "who converts the musical structure into a
process of sound performance, informed by his own apprehension of all the factors
relevant to the performance context” (Qureshi 1995:11). As in Qureshi, the purpose
here is to provide the reader with a sense of the performer's rationale as it arises from
(ibid.:136). As will be seen in the following chapter, once a fiesla has begun, it is Tilo

who has the greatest amount of dircction over the flow and emergence of the event,

Methodology

The information gathered for this thesis is based on two years of ficldwork in

the Edmonton fiesta scene. During this time I altended 14 fiestas, 12 of which were
performances by Tilo Paiz y sus Banda Amistad. Data obtained from the ficld was
derived from a number of different methods; il began with standard partlicipant

observation. Within minutes of my first fiesta, I observed that Spanish is spoken

was to be of some importance: this was casily accomplished by laking Spanish classcs
at the university. My comprchension of the language made it possible for me (o
"eavesdrop” on topics of conversation and the discourse between performers and
phrases, I could simply turn to one of my Salvadorean or Chilean friends for
clarification. Additionally, everyone I met at fiestas could speak English quite well, if
not fluently. Hence, all the interviews and conversations I held with fiesta participants
were done in English; thcrefore gathering information from informants was relatively

€asy.
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Surprisingly. leaming how to dance to the different genres of Latin-American
popular music proved io be an extremely valuable approach to learning the fiesta
process; it established my credibility and demonstrated my commitment to the study of
ficstas to those who attended the events (my knowledge of, and ability to play, congas
also established credibility). Furthermore, learning the specific dances for each genre
of Latin-American popular music, and the "Cuban hip motion” that goes along with
cach ongc, allowed for first hand expericnc: in the participation of the

musician/audience relationship.
Between dances, I would also make jottings in my "little black book" about the

actions of those around me and personal thoughts about the evening. These were later
translated into ficld notes. As I became more familiar with "the regulars”, I began to
hold informal interviews with as many different participants as possible (i.e.
Salvadorecan, Chilcan, Colombian, family members in attendance, friends in
attendance, young, old, male, female). The majority of these conversations were held
during the fiesta itsell. However, some led to more formal interviews closely following
the event. Interviews and casual conversations with Tilo Paiz and the different
members of the band obviously played a large part in my data collection as well. All
formal interviews were recorded and transcribed for later reference.

Since 1 was largely interested in Tilo's perspective of fiesta creation, information
gathered [rom all other informants was used as a context in which to frame Tilo's
responses. Instances where audience or musicians' information conflicted with Tilo's
were brought to the attention of the latter. As will be seen, such incidents often led to
informative insights concerning the relationship between the band members and their
Jele.

After our third meeting, I began taking conga lessons from Tilo. I must admit,
having a reasonable amount of conga technique went a long way in developing
relationships, trust and respect amongst informants in the field. With the musicians.,
it was as if I had paid my ducs, and was worthy of having an "informed” musical
discussion. Other participants were simply impressed that a £ringo could actually play
congas. My dancing ability often led to a similar reaction.

Not only did conga lessons satisfy a personal interest, but they provided a
different context in which to discuss musical processes. It was during these lessons
that Tilo explained to me the importance of relating to the band leader, playing for
myselfand the group, as well as the history of different musical styles. I was beginning
to see just how important my musicianship was going to be in the role of discovering a

wealth of information concerning the fiesta process.
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A significant breakthrough in my fieldwork occurred around the time of my fifth
lesson with Tilo. Although our interviews and lessons were providing valuablc
information, I felt that Tilo was, for one reason or another, holding back information
during our conversations. At first I thought it was duc to unfamiliarity with one
another. Ilater discovered. much to my embarrassment. that Tilo's reservations were
the result of a language barrier. Our conversations had always been in English, but,
as I got to know Tilo better over the first six months. I realized that he rarcly spoke
English, and only did so when it was required. Indeed, during my relationship with
him, the majority of Tilo’s English convcrsations were limited to myself and the other
non-Spanish speaking members of his band. Hence, when I asked Tilo if he would feel
more comfortable if we had a translator during our inierviews, he was immediately put
at ease. As he explained to me, although he could converse relatively well in English,
there were times where he could better communicate his ideas in Spanish. Having the
opportunity to explain certain points in Spanish assured Tilo that his commenis
during our conversations would not be misunderstood, or withheld. simply because he
could not say it as effectively in English. For the next interview, I offered Lo bring my
Salvadorean friend, Alfredo Carcamo.

Alfredo turned out to be an excellent choice for translator as he was a mutual
friend to both Tilo and myself. This made the remainder of my interviews with Tilo
much more relaxed and congenial. I was, however, concerned that Alfredo’s translation
might add or omit certain key phrases that Tilo might be trying to gel across. Much lo
my delight, Alfredo had prior experience in translation, and assured me that he was
translating Tilo's responses to my questions verbatim. While I did not doubt Alfredo’s
sincerity, my own understanding of the language confirmed that he was carrying out
exactly what he said he would do.

I do not wish to give the impression that from the time Alfredo began
accompanying me for interviews, our conversations became a trialogue in which I
asked a question in English, Tilo answered in Spanish, and Alfredo relayed it back to
me. Although the beginning of our first interview together began this way, it quickly
changed once Tilo was aware that I could understand most of what he was telling
Alfredo. If Tilo was answering a question in English then he would usually look in my
direction, meaning these answers werc direcled towards me specifically. Tilo's
responses in Spanish meant the inclusion of Alfredo, and often resulted in looking
back and forth between Alfredo and me, making sure that he was being understood by

both of us. Therefore, Alfredo's presence was more of a reassurance so that if Tilo felt
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he could communicate something more cfficiently in Spanish, he had the opportunity
to do so.

This is not to undermine Alfredo’s help and input for the present work. His
presence and assistance at the ficstas, as well as the interviews, was invaluable.
During the carly siages of fieldwork, Alfrcdo was able to introduce me to other
participants, translatc comments made by the band over the sound system or the text
of the songs. and generally help orient myself in the participation of a fiesta.

Approximaltely onc ycar into my fieldwork I began videotaping the fiestas. The

video camera proved to be an eflective rescarch tool since it was capable of recording

with a pen and pad. Considering thal ficstas can contain as many as 500 participants,
and last as long as scven hours, a vidco camera allowed me to obtain volumes of
information as it occurred in "real time". However, a recording preserves the event in a
static form; the noles in a song or the words in a story do not constitute what a
performance is. Fiesta is realized in activity, in the temporal sequence of words and
notes and action. Performances acquire their reality in their becoming (Shield
1980:105). Nevertheless, in studying communication processes such as dance, music,
and dramatic cvents, the advantages of being able to record and store continuous
images ol sound and motion for later playback and interviewing are obvious and
overwhelming (Stone 1982:52). The main reason and purpose for recording the fiestas
were so that I could use them for feedback interviews. This is where Tilo and I could
walch the playback of a completed cvent, and attempt to reconstruct its meaning
(ibid.).

Alter one and a half years into my research, and nine fiestas later, Tilo asked
mc to play in his band. This was the last phase of my fieldwork. Tilo's invitation came
afler his son, who was the previous conga player for Banda Amistad, decided to move
back to El Salvador. In previous performances, Tilo had invited me on stage to play
onc or two songs with the band. Now, the opportunity to play with Banda Amistad
full-time allowed me to apply, and test, all that Tilo had taught me over the past year
concerning the creation of fiesta. During my previous time as a participant-observer,
with and without the video camera, I would often stand beside the stage of the
performers in order to get an idea of what the musicians were seeing. This was rather
diflicult to achieve since Tilo preferred that, as a non-performer, I not come onto the
clevated stage. Hence, Tilo's invitation to perform with the band allowed me to gain,

first hand, a musician’s perspective.
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Initially. however, this opportunity was not as fruitful as I expected it to be.
During my first two fiesta performances I was too involved with the music and the
playing to pay close attention to my surroundings. Once 1 became betier acquainted
with performance procedure. and with my own musical parts, I was able to pay closer
attention to the interactions going on around me. Thus, my expericnce lrom both sides
of the stage illuminated the intcgral dynamics of all the participants. Furthermore,
with the help of my friend Emmanucl Mapfumo. who had attended just as many ficsias
as myself, and was familiar with my research. it was possible to vidco record those
fiestas in which I participated in as a musician.

How well I was able to incorporatc my participant-obscrvation (P.0.) skills

during my fieldwork will be for the rcadcr to assess. Of course, there is debate

participate in cultural experiences simultancously.8 In defense of my own application
of P.O. (i.e. integrating my diflerent levcls of participation) I would like to cite Chernoll's
comments on the issue. He found that while lcarning to play the drums during his
own fieldwork in Africa, he had to forgo the usual method of analyzing cvery moment of
the experience. "Just as one cannot think onc's way into growth, there will be times
when one is not aware, indeed cannot be aware, that what one is doing is providing the
basis for significant work or discoverics” (Chernofl 1993:14). Additionally, Chernoll
mentions that integrating one’'s experiential participation through performance, with a
more "disciplined” observation, "is especially well suited to examine relationships of
intimacy and differentiation and processes of individuation and communal expression”
(ibid.:21).

Issues of Representation and Creating Voices

Presenting one's findings in the form of an cthnography is of coursc no simple
task. Since the 1980's, it has become increasingly important for post-modern
ethnomusicologists to precede every step towards the ethnography with reflexivity and
epistemological reasoning. Contemplating one's actions both in and out of the field,
and contextualizing the contexts of the research done, is the inception of a well
informed ethnography. Two central issues needed to be addressed for this particular
work concerned the establishing of voices, and my responsibility towards the primary
focus of the thesis, Tilo Paiz.

8 See Said (1989). Haraway (1988). and Spivak (1988).
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from whom I gathered data: members of the audience, members of Banda Amistad, and
Tilo himsclf. How cach of these voices were Lo be represented in the text became of

some importance during the final writing stages. There is an ample amount of

suggestions concerning voice (see Jackson 1987, Emerson ct al 1995, Van Maanen
1988, llammersley and Atkinson 1995). Following a perusal of this literature. in
addition lo actual examples of cthnographics, I decided to model my approach after
Paul Berliner's book Thinking in Jazz: The Infinite Art of Improvisation (1994).

After acquiring over 3000 pages in inlerview Ltranscriplions, Berliner decided to
frame his writing around the statements of his informants. Although 1 had not
atlained nearly as much information, 1 did want to have Tilo's voice as the prominent
one in the thesis. 1 kept Tilo updated on my work during the writing of this thesis, and
made any changces he [ell necessary. Inpul from the other band members made for few
allerations. As far as audience members were concerned, il was difficult for me to

did wish to remain anonymous: therefore, 1 left all comments made by audience
participants as such (i.c. anonymous).

In addition to information gathered from Tile, band. and audience members,
there was my own familiarity with the ficld. My personal experience as a percussionist,
belore studying ethnomusicology and approaching it from such a perspective, left me

with a certain feel and understanding for Latin-American popular music and its

background of this study. Much like Berliner, I wanted to begin anew, to make a more
formal eflort to understand the concepts of others and thereby extend my own
understanding (Berliner 1994:4). This is not lo say that my own voice is meant to be
silenced. Nevertheless. it is Tilo's view of the fiesta process which will become the
distinctive focus of my thesis: understanding how he views the occasion, and how he
defines his own musical practices. is for both Tilo and me of central importance.

If1 am to establish Tilo's voice as the primary focus of the thesis, then it is
neeessary for the reader to understand the context in which Tilo's statements were
given. This requires a conscious awarceness of the audience to which Tilo's actions or
accounts being used as data were dirceled. Since a large part of my information came
from interviews and conversations, this would place me as the main "receiver”.

Interviews. by their very structure of interaction, forces participants to be aware of the
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ethnographer as audience. As Hammersley and Atkinson point oul, an interviewee’s
conceptions of the nature and purposes of social rescarch, of the particular research
project. and of the personal characteristics of the interviewer, can act as a strong
influence on what he or she says (1995:221). Therefore, it was necessary for me o be
aware of the possible cffects of my role as audicnce.

Furthermore, there is the social life and "acting” which occur ouls.de the text.
What makes this even more complex is the relerential relationships that exists between
them. It is for this reason thal etlhnomusicologists must take responsibility for the way
they choose to represent themselves and others in the lext(; there needs to e a balance
between the conerete and the analytical, the empirical and the theoretical (Hammersley
and Atkinson 1995:257).

The social interaction between Tilo and me is bascd on a relationship which has

changed, and continues to do so, over the course of the last two years. As scen in the

previous section, the nature of our relationship has shifted from that of casual
acquaintarnces, to interviewer/intlerviewee. 1o student/teacher, to band leader/band
member. Thc one commonally among all of these is thatl I was, and remain. a student
of Tilo. By the simple fact that I am a sccker of a specitic knowledge which he
possesses, Tilo has always becn in a position of authority over me (especially, as the
leader of the band I was performing in). Hence, I do feel a cerlain amount of loyalty
and respect for him, which. of course, will have an influecnce on the way 1 represent his
point of view.

Although the presentation of my rescarch findings in this cthnography may
seem too positivistic, too idealistic, il is not because 1 have turned a blind eye 1o many

of the possible problems which can occur during a fiesta. As I have just wrilten, my

within the creation of a fiesta conlext, and the way he himself wishes to be
represented. This is not to say that Tilo or I deliberately omitted "ficsia information” so
that an idealized portrayal of an cvent could be construed. However, [ do realize that
my description of specific negative "ficsta aclions” or accounts in this thests always
seem to "work themselves out” in the end cither through Tilo's actions, or someonc
else’s. Such descriptions should be taken in by the reader with the understanding that.
it is my intention to represent the fiesta, and Tilo's role in {1, in such a way Lhat is
justifiable to Tilo, his band members, other audience members, and finally, myscif.

The idea that one can "tell it like it is” has long since been disregarded by most
ethnomusicologists with the realization that there is no such thing as a pure

description; there are only constructions involving selection and interpretation.
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Additionally, this "naturalist” approach tends to force the process of analysis to remain
implicit and underdeveloped (HHammersley and Atkinson 1995:206). In order to avoid
such an implicit analysis, and 1o avoid overshadowing Tilo's authority /view of the
fiesta process, | collated information oblained from audience and band members in
rclation to that of Tilo's. llowcver, this alonc is not sufficient "evidence” to produce an
informed view of ficsta since, whal people say, and what they do, are not always the
same. Therefore, obscrvations made during my different fiesta roles (i.e. dancer,
musician, and rescarcher) allowed for the correlation of "words with actions”.
Instances where Tilo's notion of fiesta conllicted with those of others, or where Tilo's
actions differed from his own statements, were discussed during our interviews, and
arc duly noted when used in the text of this thesis. Most comments which produced
arcas of conflict or diflerence between Tilo and other informants were often due to
essenlialized accounts of ficstas in general made by either myself or those being
intcrviewed. In the majority of my interviews, with all informants, I tried to have
interviewees make comments in reference {o specific events. This required individuals

to provide a text within the context of their actions.

Lingocs and Languages
Not only is it important to kecp in mind the context in which information was

obtainced, but also the kind of language uscd in which the information was transmitted.

There arc two clements of "data transmission” which should be addressed here.
First, there is the fact that fiestas arc Spanish events, and Spanish is the language of
discourse among participants. Hence, fiesta topics are typically referred to in this
language. Since all of my intervicws were conducted in English, there were some
phrascs or terms which "lost something in the translation”. In such cases, I will use
the term or phrasc in its original language with the informant's "closest translation” in
parcnthesis. In some instances cven the literal translation differed from the informants
"poctic” use of the Spanish phrase: such examples will be provided with both literal
and personal use of the word or phrase. Instances where Tilo's comments and
responscs to me were made in Spanish during our interviews, and were translated by
Alfredo will be indicated by “(trans.)" at the end of the quote.

Sccond, there is a certain lingo which performers of popular music use amongst
themscelves: this includes Tilo Paiz y sus Banda Amistad. My own involvement and
cxpericnee in the pop music scene (playing with bands in Kingston and Edmonton) has
led me towards the knowledge of how to "talk the talk”. For example, terms like

"bringing it down", "grooving", "getting the feel/sound", "clicking”, "bottom end", and
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"dead space” all have a generally accepted meaning between musicians, yet at the same
time have specific contextual meaning. When such colloquial or "slang” expressions
are used within the text of this thesis. they will be denoted through the use of
quotation marks.

In dealing with the diflfcrent icrms and phrases used in this thesis, be they

simply what terms informants use, but when, where, and how they usc them and how
they actually categorize or classily cvenis and objeets in specific situations (Emerson cf
al 1995:126). According to Van Maancn, the cthnographer's task is to explain how
members use terms in specific interactional situations and how involved partics
differentially understand and evalualc them (1988:76). Ethnographers must discern
local knowledge not simply on the basis of people’s talk bul rather through their "talk-
in-interaction,” that is, they must notice whal pcople do in relation to others in order to
to this discourse it was necessary for me (o step outside of it so that I could present
terminology in such a way that the recader can understand and appreciate the intricate
"local knowledge" (Geertz 1983) which underlines the use of these lerms in specific
situations.

When necessary, the first lime one of these "lerms” appears in the text of this
thesis, its contextual definition will be outlined with a footnole or, if continuily
permits, within the text itsell. Additionally, a number of the lingocs and Spanish lerms
can be found in the glossary (sce appendix A).

Thesis Qutline

In order to undcrstand Tilo's role in the creation of a ficsta it is Airst nccessary
for the reader to have a context for the event itself. As stated al the beginning of this
sabor® (flavor), providing an account of a specific event will prevent a truncated view of
fiestas in general. Relating to one particular occasion, and iis examples, will allow the
reader to understand and appreciate the intricate "sociabilily” which ficstas

€ncoImpass.

9 Saborentails the feel, sound, and rhythins of an cvent or musical style. Many Spanish descripiions often
involve reference to food and taste. For example, the musical genre salsa is actually a spley ssuce. Henee a
description of. or the sabor of the music is often referred to as being rice{deliclous, tasly) or salbirosa {savory).
These adjectives can also be transferred to descriptions of dance or people (L.e. esta ricafn) means "she (he) has

a fine figurel’)
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Through my interviews, it became apparent that Tilo views the fiesta process as
having three overlapping domains: the music, the band, and the audience. Although
Tlo sces these domains as extending over one another, he also treats theri
consccutively. Whalt I mean by this, is, Tilo feels that it is necessary for acoplados (to
become one with, together as a unit) to occur in the music before he can move on to
the band, and then to the audience. Chapter 2 (the music). 3 (the band), and 4 (the
audicnce) will look at cach of the domains and how he tries to create a sense of unir
with them on an individual basis. With this accomplished, I can then reunite the
music, band, and audicnce in chapter 5 to demonstirate how the emergence of fiesta is

the resull of a complex and volatile web of social and musical interaction.

In conclusion, then, this thesis is my experiential and scholarly study of one
musician, and whal he does to create a sense of occasion for the comunidad Latina in
Edmonton, Alberta. It is about how Tilo Paiz, the jefe, leads the fiesta participants
towards an cphemeral creation of an ideal community, through the emergence of the
occasion. Put in another way, it is aboul how one musician creates a sense of place in
which Salvadoreans, Chileans, and Colombians can come together and take part in a
communal evenl: the FIESTA. More broadly. it is a case study in the contextual
construction ol a musical event, and how an individual can affect that context. This
thesis shares with other ethnomusicological writings, a desire to understand not only
the context in which music is being performed, but how the social actions of a

performance of music creales the very context of which it is a part.
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Chapter 1

Ficsias in Edmonton

framework for the reader concerning what the fiesta occasion is. By "ficsta occasion” |
am referring to a "generic" fiesta. In Suff Music of India and Pakistan (1995), Regula
Qureshi differentiales between general and specific Qawwali performances by using the
terms "occasion” and "event” respectively. In the first section of this chapler, the ficsta
occasion will be situated in relation (o the comunidad Latina found in Edmonton.
What do fiestas comprise of? Who altends them? Why, and where, are they held?
These are the questions that will be addressed. Additionally, 1 will providc a short
biography of Tilo Paiz, and, in so doing, situate his place within the ficsta context.

With this accomplished, I can then move on to the scecond purposc, which is to provide

Norma McLeod and Marcia Herndon (1980) emphasize the importance of
focusing on the "real behavior” of the specific event. not just its idcalized behavior.
Real behavior is the result of the interaction of players among themsclves and with the
audience and includes mistakes, dissalisfaction or satisfaction. and so forth. Hence,
McLeod proposes that ethnomusicologisis study actual performances rather than Lhe
ideals to which they may aspire. If the act of performance is scen as "sttuated

behavior, situated within and rendercd meaningful with reference (o relevant. contexts”

to focus my investigation of the fiesta process on one particular cvent: it will provide a
concrete reference for both the reader and mysell, and will prevent esscntialized

versions of fiestas as they are performed in the city.

Valentine fiesta held on February 10, 1996, so that the reader can get a taste of the
fiesta saborin Edmonton. Finally. this sccond section will be prefaced by silualing the
Valentine fiesta amongst the 12 other fiestas I attended during my ficldwork, and will

explain why I chose this particular occasion.

Defining Fiesta

During the early part of my ficldwork, I attempted to obtain an understanding of
these events based on the consensus of those who participated in them. Initially |
began by simply asking a number of informants "what is a flcsta and what does it.

mean to you?". As fool hardy as this sounds, it did lead to an important discovery, the
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usage of the word itsclf. It was not long before I realized that the term "fiesta” has more
than onc application. all of which, can be used interchangeably during conversation.

The term's different meanings results from its use in an English context. In
other words, when uscd in the English language by Spanish-speaking informants,
fiesta becomes a catch-all term. For example, fiesta is Spanish for "party”; and, as will
be shown in this chapter, a very specific kind of party. When uszd as a noun, fiesta
refers to an event where the comunidad Latina comes together to share in the creation
of an "ideal community” through their participation with the music. However, just as
onc can attend a party, onc can also go "to party”: a number of informants called this
enficslarse. Inficstarse refers (o the total sum of actions (i.e. dancing, music making,
drinking, caling, and talking) that lcad to the emergence of the fiesta event. However,
when conversing in English, whether it was with me or other non-Spanish-speaking
fricnds, cnfiestarse was (ranslated as fiesta. Ironically, when translated into English,
one Spanish term was replaced with another. Hence, fiesta can be used as either a
noun (i.c. "We arc going o a fiesta tonight.”) or a verb (i.c. "We came here tonight to
fiestal”). When recounting past events, some informants even combined the two
mcanings of the word into onc cxpericntial reference: "I remember last time Tilo Paiz y
sus Banda Amistad played, now that was ficsta!" (audience member 1995). In this
instance ficsta refers to an individual's entire experience of attending the event.

For the purposc of this thesis, I will differentiate the meanings of the term fiesta
in the following ways. Fiesta will refer to the event or occasion itself. Enfiestarse will
denote the action of "partying”, which leads to the creation of a fiesta. The third use,
which combines the noun and verb into one meaning, is what I will refer to as the

fiesia process.

Why Have a Fiesia?
To begin with, fiestas in Edmonton should not be confused with those found in

Mexico. As explained in the introduction, fiestas in Edmonton serve two functions; to
help raise money, and to have a good time. Additionally, fiestas offer the comunidad
Lalina onc of the few opportunities Lo appear as such to itself.

On average, there arc approximately 1-3 fiestas held in Edmonton each month:
they are always held in the cvening. Many of these events are annual occasions held

by different local Spanish’ organizations. Some of the organizers use fiestas to raise

1 By Spanish I am not referring to individuals from Spain. The term "Spanish” is an English term used by the
comunidad Latina to generally denote groups of individuals from Central and South America. Use of the word
"Spanish” is not unlike the use of "Latin” (i.c. Spanish community or Latin community). and the two can be

used interchangeably.
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money to help support their leagucs or clubs (e.g. soccer {cams, churches), while other
organizers send money back to the countries from which they came (e.g. El Salvador
and Chile). Whoever the organizers are. the reason for holding a ficsta is almost always
to provide further support for, or from. the comunidad Latina. Therclore, as many
informants told me. instances wherc a ficsia was held to raise money for personal
financial gain are often poorly attended. In other words, when the comunidad Latina
know that the money raised from the ficsta is "going into the pockets” of the organizers
(i.e. the band itself or a personal business) they will be more inclined not io attend the
event. During my ficldwork, there was onc ficsta which was held to promote the band

performing, and as many of my informants expecied, few people atiended. This, then,

those who partake in the occasion.

Who Attends a Fiesta?

While fiestas are open to anyone who is interested in attending, they arc largely

populated by the comunidad Latina. This is. no doubt, due io the fact that publicity
for upcoming events remains within the comunidad Lalina (i.c. in the Spanish
bakeries, record shops, restaurants, as well as through word of mouth). Fiesta
participants can be categorized into three groups; the organizers, the audicnce, and the
musicians. Each have their roles lo play in ordcr for the ficsta to emerge. The
organizers handie ticket sales, publicity. sclling food and drinks, sciting up tables and
decorations. and booking the hall. This last task is a significant onc. Since the
comunidad Latina does not have a Hall of their own, thcy must rent onc. The majority
of fiestas are held in either Polish Hall or Hellenic Hall (centers for the Polish and

Greek communities respectively).

there is no audience, then there is no reason (o continuc with the event. It is thelr
social interaction amongst each other, and, with the band, that allow the ficsta lo fener
ambiente (literally "to have ambiance” bul often means "to be full of life"). Addftionally,
the significance that the audience is largely made up of the comunidad Latina must,
not be underestimated. When talking with Tilo and other members of the band, 1
noticed that when the group was to perform for a "Canadian"2 audicnce, they would
often refer to the event as a "gig” or "dance”. Only when Tilo Faiz y sus Banda Amistad

was playing for a comunidad Latina would they call the event a ficsta. As Tilo

2 The term "Canadian” s often used by the comunidad Latina o refer to an Individual who was born in
Canada, and is not of Central or South American descent.
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explained te me, "when the focus of the evening is just on the audience dancing, then
it {the cvent] is a dance. When the focus of the evening is just on the band, then itisa
concert” (Paiz 1995h) In the upcoming chapters, it will be shown that there seems to
he a need for a cultural understanding/sharing of enfiestarse. This in turn brings the
two focuses (i.c. dancing and playing) together so that the fiesta process can begin to
cmerge.

The arrival of participants to the event occurs in surges. Those who arrive
carly, about 8:30-9:00 p.m., arc usually members or supporters of the organization
holding the fiestla and /or fans of the band(s). The second surge of audience members
to make their way to the hall usually occurs between 16:30-11:00 p.n.. These
individuals arc typically younger in age (16-25); they prefer to wait and see if the
ambicnle has been developed, and, is something for which they are willing to pay the
price of a ticket in order to take part in. Generally speaking, this second wave of
audience members are more interested in the second function of the fiesta, having a
good time, than the cvent's fund raising aspect. Therefore, a large determinant of how
successful a ficsta will be depends on the ambiente created by the "early arrivals™ and
the musicians.

Through their performance of the music, the bands provide the vehicle in which
the fiesta process can take flight. All actions by all participants are framed by their
reactions to the music being performed or, as will be seen, by factors which disrupt the
music's physical realization. During my first year of ficldwork, the majority of fiestas
had two bands performing throughout the night. Sometimes each band had equal
billing, which mcant they would take turns performing sets of songs throughout the
night. On other occasions, there would be a headlining band which meant they would
perform the last two or three sets of the evening, while the other group performed the
first two sets.

As I staled in the Introduction, Latin bands are, without exception, the only
groups hired to perform at fiestas. The performance of Latin-American popular music
is what gives the fiesta its sabor. This is not only because of the songs themselves, but
the kind of participation the music demands. The musicians can control the physical
movement of the audience on the dance floor through their choice of repertoire. Each
genre of Latin-American popular music has its own specific dance pattern. Therefore,
when a cumbia is played, dancers are seen shuffling from side to side in a "one-two-
three-kick" motion: merengues cause the audience to twirl and spin their partners,
while puntas send participants’ hips into vigorous shaking. Each dance is distinct and
is respected by its users. Even the "Canadians” who attend fiestas seem to have an
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innate urge to dance "Latin” when they hear the interlocking patterns of the percussion

section of the band. Whether this "Canadian” reaction is the result of a “tropical fever”

to know: I suspect it is probably both.

Tilo Paiz

In order to better understand Tilo's approach to the ficsta process. it will be
helpful to know something about his background. Born and raised in El Salvador, ‘Tilo
Paiz grew up surrounded by music. Both his parents were musicians, and it was his
father who taught him how to play marimba and percussion. At a very young age he
began playing in his father's band, where hc learned the fundamentals of performance
and music. His first big break came when the director of a popular band in the
country asked him to audition as the drummer. The 14 year old Tilo so impressed the
point on, Tilo has performed with, and led, a number of popular and influcntial bands
in Central America; this includes his membership in the famed Latin-Rock group
Santana lead by Carlos Santana.

In 1990 Tilo moved to Edmonton. One of the first things he did was to get {o
know and play with local musicians, especially those in the "jazz scenc”. Afier one year
in Canada, Tilo began to see the need for a Latin band in the cily. This nced was for
both himself and the comunidad Latina in general. Creating Tilo Paiz y sus Banda
Amistad was to realize one of his first personal goals here in Canada; "to have a band
which the Latin community could identify with" (Paiz 1995a).
playing is done with Banda Amistad. However, Tilo also has a Latin-Jazz quintet, and
a Latin-folk/jazz trio. He also "sits in" with other local performing jazz groups, rock
groups, and at open stage nights at various bars in the city. While one can caich Tilo
performing with a number of these bands in a numbcr of different scttings (i.c. bars,
restaurants, festivals, or clubs), his Latin band is the only one of his personal groups
employed for fiestas. Although other local Latin bands perform at both bars and
fiestas, it is a rare occasion when one will find Tilo Paiz y sus Banda Amistad al La
Habana or Club Rio (the two Spanish bars found in Edmonton). The reason for this 1s
partly due to the expense of having to hire such a large group. Few bar owners are
willing to pay for eleven musicians when they have the option of hiring a five plece
band.
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America, has given Tilo an extensive amounti of performing experience. A large part of
Tilo’s popularity extends from his ability to use this knowledge and create a successful
flesla. Many have come to depend and expect that Tilo's approach to performance will
lead to a strong and continous flow of Lhe fiesta process. Members of Banda Amistad
look to, and follow their jefé during their performances with the confidence that he will
Icad them towards a fecling of acoplados (to become one with). The fact that a large
number of the comunidad Latina continuously attend, and are rarely disappointed by,
fiestas which bill Tilo Paiz y sus Banda Amistad, further supporis the notion that Tilo

has the ability to draw participants into cnfiestarsce.

Choosing an Event

My decision to focus on one particular event was outlined at the beginning of
this chaptcr. Why I chose this Valentine ficsta as a case study was based on a number
of reasons. First, the circumstances of this event conveniently fit within the
parameters of a "lypical fiesta”. Second, Tilo Paiz y sus Banda Amistad were the only
performers playing at this event (some fiestas had 2 or 3 bands). This negated the
possibility of another band being a catalyst for the success of the occasion. Third, the
Valentine ficsta was one of the later events I had attended, therefore I was confident in
my ability in knowing what to look for during the event. I do not believe I could have
accomplished this within my first year of attending fiestas. By the time of this event I
had already been playing with the band for some time and was comfortable enough
with my playing that I could concentrate on the interactions occurring on both the
stage and the dance floor. Fourth. this performance was one of the few in which I was
able to video tape; this allowed for later revisitings of the event. Finally, this event was
deemed to be a successful one by all those involved. Although an unsuccessfiil
occasion could have equally demonstrated the fiesta process, the fact that the
choice”, made this event most bencficial for study.

Bcefore relating my account of the Valentine fiesta, 1 should situate this event
among Edmonton fiestas in general. Held annually in February by /2 comunidad
catolica de habla Hispana, the Valentine fiesta is meant to raise money to help pay for
the mortgage of Nuestra Seriora de Guadalupe (a local Spanish Catholic church).

Many of those who attended the flesta in question are members of this church, thereby
say that non-church members were not welcome, or that this was strictly a "church
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function™; it is quite the opposite. Ficstas arc open to anyone interested, which s in
the best interest of the organizers since the greater number of attendants meant a
greater amount of fund raising profit. In fact, by atiending. whether or not they were a

part of Nuestra Seriora de Guadalupe's congregation, participants werc. in a way.

comunidad Latina. Additionally, Ja comunidad catolica de habla Hispana has a good
reputation for organizing successful ficstas. As stated in the introduction, next to the

musicians. the organizers play a most influcntial role as to whether or not an event will

can be assured of a large amount of aticndants, and, according 1o many licsia
participants spoken to, the greater the number of people present, the greater the
Amistad, whose own reputation for ficsia creation is well established, only incrcascs
the event's chance of being successiul. The fact that Tilo Paiz y sus Banda Amisiad
have been asked to play at the Valentine ficsta for the last four years aliests lo the

effective combination of these two groups.

The Valentine Fiesta

part in. The decision to write this scction in the "ethnographic present” was influenced
by Anthony Seeger's ethnography on the Suya (1987). Some wrilers, such as
Johannes Fabian (1983), have criticized such an approach because the present lense
norm at all. However, 1 concur with Secger's argument thal this "problem is not with

the tense employed, but with the assumptions the use of the present lensce is meant Lo

of Fabian's criticism. "By using the present tense | mean (o emphasize the
particularity of the events, not their normativity” (ibid.:xvif). While 1 did statc carlier in
this chapter that the Valentine fiesta fits within the parameler of a "typical” ficsta, it
should be remembered that "socictics and their actions arc always being created and
re-created, and that we should avoid thinking of an event as static and conlinuous”
(ibid.). The following description is mcant to give the reader some sense of the

temporal and socfal patterning of the ficsta process, as | recall the cxperience with the
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It is around 8:30 p.m., Fcbruary 10, the Satufday just before Valentine's r:?’laj,'r,

ficsta s going o be held). My friend Emmanuecl Mapfumo is with me as he has

generously offered to videolape this Evening’s pmcegdiﬂgs (I will be unable to do so

Comunidad Calolica de habla Hispana tells us the price of tickets are $10. After
explaining that I play with the band. we are allowed free entrance.

Once inside, 1 notice that the hall is decorated as it usually is for festas.
Tables, covered with whilc paper, arc arranged in a "U" shape around the dance floor in
front of the stage (sce figure 1). Half the ceiling lights are on, and this makes visibility
across the hall quite comfortable. On the right side of the hall is the bar and kitchen
where people can, afler purchasing ticKets at the designated table next to the

washrooms, acquire alcoholic drinks and Latin-American dishes.

—;i; i_%;_é;—g:? Instruments
Stage _ -~ —
® 3 o 4 Diessmg foom
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= Dance Floor ] d
= 1 F
NN '
| i1 (I Alcohol and
I I i ! I ! I ! l I Fucngd tgic:gts
!* l 7I, j'l I —}-Washrooms

Video camera

Tickets—ig Entrance

l“igun: 1.1 Layaut of Hellenic Hall
a small crowd of approximately 25 are alrc:ady in attendance. Among them is Tilo, who
sits at one of the far lelt tables along the wall with two other band members. After
going over to say hello, Tilo tells me that he feels that tonight's fiesta will be a good
one. The other band members agree. We had just finished playing two dances the
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previous weekend in Calgary and Peace River which had gone quite well. llence, we
are looking forward lo "getling into the groove™ once again.

By 9 p.m. the crowd has grown o approximaicly 40 people. As more people
enter the hall, they quickly claim any cmpty scats which provide casy access to the
dance floor. Throughout the night, these scats will be filled in the order of front (front
being close to the stage) to back. Many of thesc carly arrivals arc members of Nuestra

Seriora de Guadalupe who rangc W‘iﬂi;ly in both agcs and cthnic backgmuml, Within

are in family "units” with an age range of 6 to 60 ycars old. Everyonce scems exclicd (o
see one another and are busy talking, drinking, and eating. Somgc ficsta parlicipants
will have not seen each other since the previous licsia; therclore, these events offer the
comunidad Lalipa the opportunity to come together and to scparate themscelves from
everyday social routines. Many of those present have been talking about, and
preparing themselves for tonight's ficsta since the previous week (i.c. buying food and
alcohol for the hall or getting a new outlit to wear). Not unlike most liestas, a number
of individuals are in scmi-formal attire. Choosing their "ficsta” clothes, and taking the
time to prepare themselves for the cvening, gives the ficsta a real sensce of occasion,
and not, as one informant told me, “just another night out”.

him. Using his knowledge of perfﬂrmantzc:, those presenlt, and the band's lcvc! of
playing for the evening, he wriltes down a list of songs in a small wirc bound pocket
notebook. It is from this list that Tilo will choose songs for the first sct.

Not long after 9 p.m. the remaining members of the band have arrived. For Lhis
evening, there are 10 members playing in the Banda Amistad with the addition of one
extra trombone player whom Tilo invited o "sit in" for the night.? Tilo is both the
leader of the band and the drummer (this cntails playing both a drum set and
timbales). Roberto is a Salvadorean who has been Tilo's lead singer for the last 4 ycars.,
Marco and Patricio are brothers from Chile who play guitar and saxophonc
respectively. Spanky (trumpct), John (trombonc), Kenny (keyboards), and Troy (bass)

are all "Canadians”.® Jacqui is from Quebec and is the female lead singer. Oddly

3 When my fieldwork first began, Tilo Paiz y sus Banda Amistad consisied of cleven musicians. However,
when Tilo's son left for El Salvador, the bongo player also left the band. When [ began playing with the  jroup,
Tilo never bothered to replace the bongo player, thereby reducing the group's size Lo 10,

Onee again, this term refers to the musicians who are not of Central or South American descent. [ should

also mentit:m that C.‘anadlans arc th:ﬂ txpcrlc:d to Lx: fnuml ln the hnrn s-.-.numn nl’ a L-alm band f‘;nnvi;*fady,

audlt:m:& and evan some nl‘ the band mcmbcrs
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cnough, she is not referred Lo as "Canadian” since she can speak Spanish fluently and

is marricd to a Mexican. Finally, there is mysclf on congas.

The First Set

By 9:20 p.m., Tilo determinges that it is time for the band to make their way to
the stage. 1is decision is bascd on the growing excitement of the audience, which he
Judges through the volume of their conversation, laughter, and alcohol consumption.
Dressced in our black suits and colored shirt, with the exception of Jacqui who wears a
fuchsia dress, and Tilo, who wears a grey suit with a multi-colored shirt underneath,
we all make our way onto the stage to "plug into” the sound system and tune our
instruments. Once we are rcady, Tilo takes one last look around o make sure
everything and cveryonc is in place. To allow for greater verbal and visual access to all

of the band members, Tilo arranges the band around his drums (see figure 2).

Trop
Pato (bass)

Spanky [sax) O- Bass Amp
John [lIUmpet]O

Kenng
_ (tombone) O (keyboard)
raig
[trombone)
Sound board l Monitor
== Me
Gtﬂtal " (congas}
mp arco .
Speaker BN (guitar) Jackie Roberto Speaker

[vocals) {[vocals)

c_o [N

Monitor

AUDIENCE
Figurc 1.2 Layoul of Musicians on stage
Tilo tells the band that the first song we will be playing is a salsa called
Rumbera.® As the musicians put their music in order, Jacqui welcomes the anxious
crowd in both Spanish and English. Tilo then begins clicking his drum sticks together

to establish the tempo, and when he is sure the band is ready, he counts them in with

5 A more detailed description of the distinctive features of each genre can be found in the following chapter.
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"Uno! Dos! Tres! Cuatro!’ As the musicians play the intro, Roberio and Jacqui move
into a synchronized dance pattemn.

Despile the audicnce's cagerness to gel the fiesta underway, their response to
the song is somewhat reserved. The first, and only, couple to dance wait until half way
through the song. Those sitting ai the tables scem to pay only partial atiention to the
dancers and cven less 1o the band. However, by the beginning of the sceond song
certain events lead to the transformation of this largely passive audicnce into one ready
for fiesta. First of all, the house lights arc turned down near the end of Rumbera,
making the hall a little more "intimatc.” This draws some cheers and applause [rom

the audience. Sccond, at the end of the song Pato and Craig go over to the sound

check before we came on stage, so that the first few songs of this sct play an important
role in allowing the band to adjust levels which will be appropriate for the hall (through
the speakers) and within the group (through the monitors). Third, Tilo chooses (o
perform a merengue for our sccond song. This genre, along with cumbia, is preferred
by many audience members over salsa. The most commonly heard explanation for this
factors has a marked influence conceming audience participation. Within the first
minute of Muchacho Malo. there are twenty people on the dance foor, and that
number continues to grow as the song continues. Many of the older audicnce
members dance as couples, whercas the younger crowd (ages 13-25) lends to dance in
small groups which can consist of cither boys and girls or girls alone.

The increased action on the dance floor also has an clicel on the musicians. As
we pick up on, and feed off of the excitement, there is more concenltration on the music

and our playing, and less talking amongst oursclves. Additionally, 1 notice that we

we are "into it." When the song comes 10 an end the audicnce responds with applause
and waits on the dance floor for the next song,

After acknowledging the applausc with a "gracias’ Roberlo tums to Tilo, as doces
the rest of the band, to sce what picce is next. Tilo calls out a cumbia. As he usually
does when he wants to keep the momentum going thal was built during the last song,
Tilo begins this song with a percussion introduction. This allows the audicnce lo start
dancing while the musicians get their music in order and adjust the sound sysiem.
Knowing how much space 1o leave between cach song is an important part of Tilo's job

in sustaining the flow of the fiesta process.
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The audicnee scems to like the song, and the dance floor grows a to about a
third of its capacity. Thosc who arc not dancing pay closer atiention to the
interactions between the band and the audicnce than they did during the first song.
On stage, there is continued concentration on the performance of the music. However,
there is a social interaction which is going on amongst the band besides that of a
musical onc. Roberto and Jacqui continue with their choreographed dancing while
Spanky leads the horn scction in their own attempts at "quasi-Latin” dancing
movements which makes the rest of us laugh. The horns' dancing is a recent thing
and henee, brings something new and fresh (o the band’s performance. When Roberto
is not singing he olten walks over to Marco and says something to make him laugh. All
the members in the band Jook to cach other o give a smile, a nod. or a joke to keep the
atmosphere alive and fun.

In choosing another merengue, Tilo brings even more people onto the dance
floor. The ficsta ambicnlc is beginning to emerge.  Yet, just as the fiesta is being taken
up another notch, it comes back down again at the end of the song. What happens is
that the "dead space” between the songs becomes too long because just as Tilo is ready
1o bring the band in, he sces that Kenny cannot find his music. Therefore, Tilo has to
find {t for him. This, compounded with the fact that neither Jacqui or Roberto are
talking to the audience, causes a number of peeple to leave the dance floor.

Once they arc ready, Banda Amistad goes into a popular chachachd called Oye
como va. However, a technical problem occurs; the keyboard is not loud enough.

Until now, Kenny has been playing through his own amplifier, but, during this song,
somcthing happens which causes his volume to drop. Tilo, Troy, and Marco
immediately realize this, and Troy tells Pato o get a patch chord so that he can plug
Kenny di‘rccl.]y into the sound system. Although the song goes along relatively
smoothly. it docs not scem to have the "edge” which the previous songs had. With the
dancce floor down to about fifteen dancers, Tilo fills the rest of the set with two more
cumblas, a punta {(a Caribbean dance), and ends with a salsa. The reaction from the
audicnce is immediate. During the lirst cumbia, the dance floor grows to thirty five.
Even the last salsa has a betler responsc than the one at the beginning of the set,
probably, from the build up of the three previous songs. At the end of the salsa, Banda
Amistad plays a short two bar melody which signals the end of the first set. The
audience recognizes the "closing tune” and quickly clears the dance floor. As we get
ready to leave the stage, Tiks gets up from his drum set. turns around and applauds us.

tie is happy with the first sct and gives us encouragement for the next one.
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First Break

As 1 follow the band off the stage. 1 notice many of those who were dancing
making their way to either the bathrooms or the bar to "refresh” themselves.
Meanwhile, Tilo returns to his table and the rest of us talk amongst ourselves and with
friends and family about the first set. Comments on sound, choice of songs, and
presentation are exchanged. Based on thesc factors, as well as audicnee receplivity,
Tilo now writes the second set list as well as suggestions on how o improve their

performance for the rest of the night. Onc comment and suggestion is lo have betler

player and hook it up to the sound system. Soon there is techno-dance music playing

and almost all of the younger audicnce gets up to dance with cach other in various

However, the music that is usually played through the system is salsa, cumbia, and
merengue. Techno-dance music offers "a change of pace” for the audience and
something readily identifiable by the younger generation. Half-way through the second
song the young boys on slage cxperience some technical problems which prevent them
from playing any more of their CDs. Therefore, they are foreed {o pul on a salsa tape
which soon clears the dance floor.

For the rest of the audience, the break offers them the opportunity to order
more drinks and food, o talk with cach other, and to get rested up for the next sct.
When the band was playing. the majority of the inter-action occurred on the dance

floor and the stage; now it is around the tables and Lhe bar.

The Second Sel
People are still making their way through the front door of the Hall, adding to

make its way back to the stage. With more people in the audicnce, a growing
excitement, and the ambienlein 1! . air, the band is "pumped” to play. For our first
song of the set, Tilo chooses to p.iiorm Ran Kan Kan, a popular salsa. "The band
“comes in strong", bringing a numbecr of people onto the dance floor. Musicians and
dancers alike are getting into, and creating, ficsta. Their body movemenls become
exaggerated, yet controlled. In the middle of the song Tilo takes a solo which awces
everyone. The end of the song is met with encrgetic applausc and shouts: some of the
band members even turn and "bow” (i.c. bend from the waist up with arms
outstretched) towards Tilo.
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and cach other, which esluve bucna Ja ficsia (allows the party to come together). Once
again, Tilo chooses (o play a merengue, and follows it with a cumbia; this keeps the
audience on the dance floor. The interaction with the dancers and the musicians
between songs Is more intimate, now that Jacqui and Roberto talk to each other and to
the audicnee; this allows for a more communal sharing in the creation of fiesta.

By the third song of this scl, over ninety percent of the audience are up and
dancing. They arrange themselves in such a way that those who are more vivacious, or
have had a little more to drink than others, dance close to the front of the stage and
ncar the lights, while those who are a litile shy place themselves further back in the
shadows, away from the siage and out of view from most people. Additionally, friends
of the band members dance close to, if not in front of, the musicians. Roberfo has
friends of his right in front of him who smile, tell jokes, suggest songs and pass him

notes during the performance.

song). This choice resulls in a large number of people leaving the dance floor. Those
Iell dancing look to be husband and wife couples or those who are closer than "just
fricnds.” The number of couples on the dance floor is somewhat higher than at other
dances. This is perhaps due lo the Valentine atmosphere which accompanies this
flesta,

By playing consecultive cumbias for the next two songs, the level of fiesta
ambiente is brought up yct another level. What makes the performance of these two
songs distinct is that there is no break between them. This allows for a continuous
flow and keeps people on the dance floor. Following the second cumbia, a woman
comes up to Jacqui to tell her that it is the birthday of one of the audience members.
Jacqui announces this, in Spanish, Lo the rest of the crowd and the band begins to
play Cumplearios (Happy Birthday). Tilo decides to finish off the sct by playing a
merengue and a salsa. both songs are greeted with a large number of people joining the

dance floor and with strong applause.

Second Dreak

During the second break the two young teenagers attempt to fix their CD
player. They succeed in playing four songs before breaking down again. The young
people seem disappointed at the shortage of techno-dance music and return to their

seats to awalt the final set of Banda Amistad.
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Once again, band members talk to friends and family to scc how they enjoyed
the set. As he did during the previous break. Tilo takes some quict time to pui
together the final set list. With this finished he looks at his watch. The time is 11:45.
It is time for the band 1o go back on stagc.

The Third Set

We begin the set with a cumbia which brings a large number of people onlo the
dance floor. Following the next song, a merengue which received a fair amount of
applause, Tilo calls oul another ballad. Not only docs this song clear the dance floor
but it also clears the stage. What makes this number diffcrent from the others is that
it is the only instrumental piece of the evening. Only Marco (guitar), Tilo (drums),
Kenny (keyboard), Troy (bass). and I (congas) arc left on stage. The horms stand off to
the back left comer of the stage to listen to Marco play and to waich the audience,

while Jacqui and Roberto leave the stage entirely. On the dance floor there are about

Once the song finishes, the rest of the band comces back on slage. Wanling to
pick things up again, we go into Artista Famoso, a salsa which is favoured and
requested by both the band and the audience. Halfway through the song, Roberlo gets
the audience to clap the clave pattern (a two bar rhythm which forms Lhe basis of
Salsa), coinciding with Tilo's timbale solo. This allows the audience to participate
directly in the musical creation of the fiesta.

By this time, the fiesta is in full swing: many are in a state of enficsfarse.
Within the band everyone watches and listens Lo the other. The band members are
having a good time which makes it easicr to crcate good music and a good rclationship
with the audience. Through the musicians' smiles and laughter, the audicnce sces
that the band is having a good time, and they take part in this lo creale ficsta. This, of
course, has a reciprocal cffect, in that the band sces that the audicnce Is cnjoying
themselves and feeds off their energy.

Banda Amistad keeps the fiesta building with some more cumb/as and
merengues. The event reaches its climax when Tilo calls out a punta, which is
appropriately entitled Fiesia. With an overflowing dance floor, Tilo begins with a
percussion solo which sends a wave of excitement over the crowd. One can sce Lthe
excitement through the vigourous body movements in the dancers and the musicians.
At the end of the song, Tilo keeps speeding up the tempo to the point that we cannot

play any faster, and the dancers cannot dance any faster. The ending 1s like an
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orgasmic cxplosion which brings out fiesia in its fullest. Everyone is in a state of
enflestarse, we/they are participating as hard as possible.

The end of the song is met with energelic yells and applause. For the three
songs thal follow, the audience still dances but not with as much vigor as they did
during Fiesta; in fact, the rest of the sel scems (o be more of a cooling down for the
dancers. After the final song the crowd immediately asks for an encore. One of the
organizers gets up on stage and calls the band back on through one of the
microphoncs. As we gel inlo place for one last song a female friend of Tilo's runs up to
the front of the stage and asks him to play Calj, a salsa tune. Although Banda Amistad
already playcd this song carlier in the evening, it seems as though the will of the

audience is more important and Tilo decides to play it. There are fewer people on the

"closing phrasc” and a "bucnas noches...gracias!"

At the end of the performance, the crowd slowly dissipates back into the
"everyday.” renewed by the fiesla experience. Good-byes are said with the hopes of
secing each other at the next event. As the band tears down the gear (i.e. sound
system, instruments, etc.), Tilo goes around to thank everyone for coming out and
doing thceir part. In rclation to other ficstas this particular one was successful. The
audience expected and received a good time from Ja Comunidad Catolica de habla
Hispana.

Each sct of performers (audicnce and musicians) fed off the other's energy

which lead to the cxpericnce of ficsta -- a total sharing of ecstasy.
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Chapter 2
Tilo and the Music

As stated in the introduction, this thesis examines how Tilo creates a "sense of
place” in which the comunidad Latina can come together and take part in a communal
event called fiesta. However, as thc word "communal” suggesis. fiestas involve the
cooperation and participation from all those involved. Nonectheless, Tilo can only
describe this event and its process from his perspective,! which stems from over 40
years performing experience with, participating in, and Icading a number of different
Latin, jazz, and rock bands. Through this expericnce, Tilo has come to delincale the

fiesta as having three domains: the music. the band, and the audicnce. While his

he creates a relationship with each of the three in a specific order, and in a specific way
for the fiesta process to occur. Concerts and a dances arc two examples of different
kinds of performances where he places greater emphasis on one of the three domains.

The concert typically results in Tilo locusing on his relationship with the band,
while, during a dance, there is greater aticntion placed on the audicnce. 1t will be
shown throughout the rest of this thesis that for a ficsta, Tiflo places cqual cmphasis on
all three domains, and that when he docs, this is when "esiuve bucna la ficsta” (the
party will come together). Tilo views thec establishing of these relationships as an

essential part of the fiesta process. "By doing so 1 can later /mpresionar (Lo influence or

participate in the creation of fiesta" (Paiz 1996a).

This chapter is about the first relationship which Tilo establishes, the one
between himself and the music. I will first look at Tilo's idcology of musical
performance, or more specifically, his menial approach to the sounds he creales; this
entails what Tilo calls a positive mindsct, playing for self, and hablar claro (literally "lo
speak plainly” but Tilo translates it as "o speak with truih in the mouth”). As will be
seen, Tilo's mental approach plays onc of the most important roles In the achicvement
of a successful fiesta for both himscll and the rest of the participanis.

The second part of this chapter will oufline the repertoire, his resources for

musical performance, available to Tilo. As a musician with a vast playing experience,

classical). However, the context of fiesta limits his selection Lo one particular style:

1" And of course. as objective as I try to be. this thesis is ultimately mig own interpretation of “[o's perspeciive.



information on the different genres which he includes under the rubric Latin-American
popular music. How Tilo relates to this repertoire will also be included in this section.

Finally, 1 will look al Tilo's physical participation with the "sounds”, his
exccution of musical performance. What I mean by physical participation is how Tilo
"properly” (by his definition) exccules the music through his drumming. Physical
participation also includes his technical inleraction with the music (i.e. through the
usc of a sound system, amplification, and the use of sequencers). Of course, how Tilo
performs is dircetly related to his intcraction with the rest of the band, and this will be
dcalt with in the following chapter. However, according to Tilo, in order to relate to the
band. he must first relaie to the music. The last section will illustrate how Tilo carries
out his mental approach to the music through his playing, and thus participates with
the music on an individual level (i.c. not with or through the band or audience).

I should mention here, that, due o a number of factors (i.e. Tilo is a
percussionist, my background and concentration is in percussion, and that I was
playing congas in his band), many of my discussions and interviews with Tilo had a
rhythmic focus. This is not to disparage the melodic aspects of Latin-American
popular music or establish any overt biases. As I discovered through my interviews,
members of Banda Amistad and other ficsta participants also place greater emphasis
on rhythm than mclody. Therefore, discussion of, and concentration on, rhythmic

aspects proves (o be the norm and not the exception.

Tilo's ldcology of Musical Performance

In chapler 1, 1 recited one of Tilo's personal goals, “lo create a band which the
Latin community could identify with" (Paiz 1995a). Creating something which others

can identity with is, for Tilo. the product of his relationship with the music he

Lthere necds to be some sort of connection between Tilo and the music he performs.
According to him this is "a loving relationship which involves a total lifestyle. It affects
the way 1 live and think...how I relate to and perform music is the way [ try to live my
lite: both influence the other” (Paiz 1996¢). After getting to know Tilo over the past two
years, 1 have scen how he tries to mirror his positive outlook on life in the way he
approaches and performs music.

For Tilo, performing music does not just reflect his personality. He states that
"it ollers a way to get to know myself better, and to recognize that 1 have certain flaws

as well as certain virtues and abilitics” (Paiz 1996¢). "Getting to know myself better”

Ll
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refers to the way he reacts to the music and/or other people during different
performance situations. One ol the most important virtues which his relationship with

the music has produced is that of scli-confidence:

Through the music I develop my own personality...the self-confidence
which is neceded in the performance of the music is what has helped me
become more confident in myscll. Sell-confidence provides the spring
board which allows me to get through my performance in music and in
life. (Paiz 1996d)(trans.)

I will return to the importance of Tilo's sclf-confidence in the sections concerning his
execution of the music (this chapter). and in the way he participates with other band
members (chapter 3). [ would now like to turn to what I have come to sce as Tilo's

most important clement of his performance idcology, a positive mindsct.

A Positive Mindset

What Tilo attempts lo pul into his relationship with the music. and considers
necessary for any performance, is what he calls "a positive mindset” or. "to approach
everything in a positive manner". This is probably the central dogma of Tilo's ideology
of performance. When this term was first brought up in one of our inlerviews, 1 asked
was unable to give me a direct translation. Instead, he explained what happens when
a person is not in a positive mindsel: "without one. then it is likely that the performer
will saque de quicio (literally "lo losc one's paticnce” or whal Tilo translaics as "lo
become unhinged”) (Paiz 1996b).

If Tilo's method in creating liesla is through wnir, then it is imperative that one
does not become "unhinged” since this would prevent "the foining”. One example of
how and why Tilo needed to have a positive mindsct during the Valentine ficsta, was in
relation to the sound check.

In the afternoon of the day of the fiesta, Tilo had asked the band to come and

he was unable to adjust the microphone levels for the whole band. This disappointed
Tilo, but as he explains:

For example, let's say that something bad happens to me. As a human

being I have the right to be angry, sad, or upset in reaction to whaltever

happened...to show my discontent. Personally I don't benefit from this
attitude, neither does the music. I believe that my emotional well being
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is most important and [ don't let anything or anyone take that away from
me. (Paiz 1996¢)

If Tilo approaches the music in a positive frame of mind, then there will be little
opportunily for ncgative feelings to afleet his performance. According to Tilo.

harbouring negative leelings while playing can then “come out in the music™:

The less baggage I have with me, ithe less there is to interfere with
acoplados, my 'becoming one with the music’ it aliows me to perform
better. Performing music shows myself and others that I have the ability
and capacity 1o do this [approach life/music in a positive manner].

{ibid.)

Tilo's positive mindsct is similar to what Michael Asch describes as one of

requirements for an ideal Dene drum dance: to suspend the conflicts contained in daily

ncgative feclings that arose during the sound check, prevented him from "taking them
Incgative feclings] out on thosc band members who did not show up, or on the music”
(Paiz 1996¢). A positive mindsct for Tilo, then, is the suspension of any personal
Tonflicts he may have with other fiesta parlicipants. This implies dealing with
problems that arisc during the fiesta (i.e. fecdback through the sound system, or poor
acoustics on the stage) in a manner so as to not introduce any negative sentiments
into his rclationship with the music, the band or the audience.

Tilo’s choice in becoming a full-time musician also demands that he remain in a
positive mindsct. Although he has ample opportunities to play with a number of
different musicians, Tilo has not received the "big break” to "make it big" that all artists
would like Lo receive. As most musicians know, one performs for the love of the art,
not for the money. There have been, and are, instances where Tilo has questioned his
chosen musical path, wondering if a different profession might have been a wiser
decision. What has kept Tilo performing throughout the years is his love and
commitment to music. As he explained to me, "unless I'm playing, I am not complete.
As long as | am playing for mysclf and keeping myself happy, then I know I have made
the right decision” (1996a).

Performing for Sell
Therefore, based on this last quote, along with having a positive framework

within which to perform, it is necessary. for Tilo, to take himself into consideration
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first. Arden King reminds us that whenever one speaks of performance, there are
always two implications: the performance for sclf and the performance for others. By
King's principle, Tilo, in the achicvement of individual personality, becomes a
performer for the conscious self. It is here where one finds scll-appraisal as a pristine
object (as a unique being). as onc of a kind and as inviolable (1980:172).

However. Tilo docs not scc this performing for sclf as being done in an
egotistical way. But he docs feel that before he performs for, or with others. he has (o
perform for himself. During onc of my lessons with Tilo he mentioned that "this allows
me to put myself into a positive mindsct if [ am not alrcady in one.” Further
elaboration of this statement revealed that there is always a chance that Tilo will not be
on the best of terms with one of the band or audicnce members. If this is the case,
then by performing for himseclf, Tilo can concentraie on, and cnjoy. the performance of
his music which, in tum, enables him to maintain a posilive mindscel, and minimizes

the negative effect any of the ill feclings that may exist between himself and others,

Hablar Claro

For a successful performance, lo believes that his first loyalty musi be (o the

rhythm, how he presents himself {o the band and audicnce, when (0 solo, cle) is
meant to bring out the best in the music. In so doing, Tilo says thal he is being "true
to himself and the music” or more gencrally "hablar claro”.

This idea of "truencss” is an all cncompassing onc which eniails all of Tilo's

conceptualizations concerning his involvement with the music:

When 1 perform, 1 try to become part of the musie. In order to do so |
must be honest with myself and to the music, or how we say in Spanish
‘necesito hablar claro ('l nced to speak with truth in the mouth”). This
Is done by performing for mysclf first and with a positive attitude. When
I become part of the music I don't want to come across with dirty hands.
I don't want to take advantage of the music for my own benefit. For
example, when I'm playing I don't want to be thinking ‘I'm getiing pald
$60, therefore I'm only going to play $60 worth.' This is not healthy, and
I'm not being true to the music or mysclf. It is for this rcason why I like
to keep the business aspect of performing scparate from the music.

IfT am true to myself, then I'm always giving others the
opportunity to expericnce a part of who I am. If they catch it, then it is
good. If they don't, at lcast I know that. 1 gave them the opporlunily.
(Paiz 1996)
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In general, Tilo feels that being true to himself and the music means he must

can't be honest with mysclf or to the music, then how can I be genuine to others at the
fiesta? Without honesty, there ig no Lrusi: with no trust, there is no basis fora
rcelationship” (1996¢). By extension. if there is no relationship. it becomes difficult to
encourage participation. More specifically, Tilo's "trueness” comes from performing the
music for himself firsi. playing the music for its own sake (not strictly as a means to
make money, or as a way of showing himself off to others), and do this within a positive

mindsel.

Tilo's Usc of the "Fiesia Genres”

Through his vast playing expericnce, Tilo has accumulated a large repertoire of
songs which fall under the guisc of a number of different styles, including jazz. Latin
folk, Latin pop, rock, rap, top 40, and classical. However, the fiesta context allows only
a certain kind of music (which has its own specific kind of participatory effect) to be
performed. Iam, of course, referring lo Latin-American popular music.

Under the title "Latin-American popular music" falls a large variety of genres.
However, the nucleus of genres typically performed at fiestas in Edmonton, and, as far
as I know, by the majorily of Latin bands throughout Alberta and Ontario, include
cumbias, merengues, punltas, salsas. chachachds, and boleros (ballads). It is not my
intention Lo go inlo great detail concerning the melodic, harmonie, and rhythmic
aspecis of these Latin genmsg Although some basic "musical” information will be
provided here, 1 am morc concerned with how Tilo relates to these genres, and how he
participates with them on an individual level.

Before going into detail concerning the diflferent genres, I should remind the
reader that all of the songs which Tilo Paiz y sus Banda Amistad perform are cover
tuncs (songs which were written and performed by other professionally recording
bands). Tilo. Roberto and Jacqui (the two vocalists) all have a say in which songs gdet
chosen for the band to learn. Once a song has been decided upon, Tilo gives a
recording of it {o Pato (the saxophone player), who then transcribes the different parts
for the band. The conga playcer is the only musician who does not receive any music
charts or notated parts, to be exact, since many of the rhythms are genre-specific.
Except when performing a new song, Tilo rarely uses music, and when he does, the
music in front of him is not a "timbale chart" (a part which outlines the rhythms to be

2 Sce Bergman (19856). Coopersmiith (1949). Gerard and Sheller (1989). and Mater (1986) for a closer musical
analysis of Latin-American popular music.



played). Instead. he usually takes a copy of the trumpet or trombone chart. This
allows him to see where the "shots” arc so that he can play along with Spanky. Johi
and Pato (the horn section).®> Once the song has been transeribed. Tilo might then
change its form by repeating ccrtain scctions or rearranging them. As the band
rehearses the new song Tilo will also give it his own personal sound through his sty
of playing. More will be said on this laticr point in the next scetion.

The genre most ofien performed at the Valentine ficsta was cuﬁzbia. This fol
music/dance originated in Colombia bul has since developed its own popular style
sound, which is heard throughout Central America (Burton 1994:550). It is cspecia
loved in Tilo's home country of El Salvador. "Tilo the Salvadorcan”, feels that
performing cumbia is a way of "bringing a bit of home to Edmonton.” For "Tilo the
musician,” typical cumbias arc a simplc genre based on one, or at the most three,
chords (I-IV-V). They are played at a medium to medium-fast tempo in a simple
quadratic meter and is characterized by ostinato pattern played by the guiro4 and
timbale player. The piano and crash cymbal place the emphasis of this genre on the
offbeat while the bass generally moves in the pattern of a half-notc followed by two
quarter-notes (see figure 2.1). Given the rclative musical simplicity of this genre, TY
finds that "the challenge in performing cumbia is to keep the rhythm alive and fresh
don’'t want to get bored in the middle of the song. If1 get bored, then 1 won't give my
best to the music, and this will come out in the sound I produce” (Paiz 19964).

A few of the cumbias Tilo chosc to perform at the Valentine ficsta had salsa ¢
rap sections within them (i.e. the song La Folklorica) which allowed for a bit. more
variety within the music.5 It also provided varicty in the dancing which usually

consists of a simple side to side shufllc.

3 “Shots" are short rhythmic phrascs typically played by the horn section. ‘NMlo. like many drummers in
Latin-American popular music and jazz, likes to play the same rhythimie patlern with the horns using his |
drum and cymbals. More will be said on this in the following chapter.
4 A metal or wood cylinder approximately 1-2 fect long which is scraped along its stde with a small stick o
metal comb.

The introduction of salsa into cumbias began in the 1940%s. Sce Burlon (1994).
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Figure 2.1 Cumbia rhythm excerpt®

Merengue was the second most popular genre performed at the fiesta. This
genre originated in the Dominican Republic, and has become one of the most
important pan-Latin popular musics of recent decades (Manuel 1988:42). Its fast 4/4
patiern, with an emphasis on the down beat (see figure 2.2), keeps dancers close to
cach other as they rock their hips back and forth and twirl each other in circles.
Although merengues can be a little more harmonically complex than cumbias, they

usually center on I-IV-V progressions.

Figure 2.2 Merengue rhythm excerpt’

6 To hear an example of cumbia, listen to La Folklorica which can be found on Tilo Paiz ¥ sus Banda Amistad

deino tape (1995). A copy of this tape has been deposited in the Centre for Ethnomusicology, Rm. 2-135, iae
Aris buiilding, University of Alberta.
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Punta is a Caribbean dance which mixes the styles of calypso and socia. What
makes Tilo's version of punta somewhat unique is that he adds a "Latin tinge.” e
accomplishes this by playing the characteristic drum paticm of punsa with the
addition of different Latin rhythms found in merengue and salsa (sce figure 2.3). The
punta's quick and lively tempo is matched with a vigorous hip-shaking dance pattem.
This is an important genre in Tilo's repertoire since he ofien uses puntas to get the

audience into the fiesta mood, or to bring the cvent to its climax. as he did in the

Valentine fiesta.
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Figure 2.3 Punta rhythm excerpt8

Of all the genres mentioried here, salsa? is the most challenging for Tilo. Being
that salsa is more rhythmically and harmonically complex than the other genres
performed at the fiesta, Tilo has more freedom to experiment and explore his playing
techniques while performing the music. In order to do this effectively, he internalizcs

and relates all of his playing to the clave. The clave {Spanish for key) is a two bar

7 Listen to La Ventanita on Tilo Paiz y sus Banda Amistad's demo tape (see footnote 6).

Listen to Mete y Saca on Tilo Paiz y sus Banda Amistad's demo tape (see footnote 6).

Salsa has a long and complex history, and trying to define it is almost like trying to define "jazz." Salsa was
born out of the encounter of Cuban and Puerto Rican music with big-band Jazz in the Latin barrios of New
York (Steward: 1994). Although largely considered a Cuban based musie. it is performed throughout Ceritral
and South America.
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rhythmic pattern played by hitting two sticks together (see figure 2.4). According to
Tilo, "all the parts in the band must line up rhythmically with the clave pattern or else

it just isn't salsa” (PPaiz 1996g).

Clarve I li =T I*

s {1
Bongos I LEJ f‘; T VE

Congas I

Timbales }

Piano

Figure 2.4 Salsa rhythm excerpt!©

Performing salsa allows Tilo to show off his own musical ability, as well as that
of the band. As was scen in the chapter 1 description, this genre received little
response {rom the audience, the reason being that salsa is a difficult genre to dance to.
Quite simply, as one audicnce member informed me, "dancing salsa is a lot more
complex than merengue or cumbia. 1don't know how to dance to salsa very well, and I
don't want to embarrass myself, so I just go and sit down at the tables until Tilo plays
another cumbia or merengue.” Therefore, Tilo's choice in the performance of salsa is
more for himself and the band than it is for the audience. This is not to say that he
too, and m;')i just the audience” (Paiz 19961).

While chachachd and boleres are in their own rights two separate genres, and
Tilo treats them as such, many who listen to, and perform, Latin-American popular

music include the two, based on musical similarity, under the term sa/sa. In his book

10 yysten to cali Fachangera on Tio Paiz y sus Banda Amistad's demo tape (see footnote 6).

JLos
wn



combining of different genres of Latin-American popular music under the rubric salsa
represents a potential Latino solidarity (p.46). However, I have found that the

comunjidad Latina generally include chachachds and boleros under salsa because of

not quite able lo explain, this genre "allows" the substitution of its traditional dancing
style with that of a cumbia dance pattern and/or sa/sa dance patiern. Additionally, 1
have noticed that the performance of chachachds, also gives dancers the opportunity to
"practice” salsa dance steps during the song. As opposed 1o salsa, which "requires” a
specific dance, participants can comfortably move between cumbia and salsa dance
styles. In other words, whereas dancers have less inhibitions trying to dance salsa
during a chachachd, they will rarely "practice” salsa steps during the performance of
that genre itself.
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Figure 2.5 Chachachd rhythm excerpt!?

11 1sten to Qye Como Va by Tito Puente (1991)
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Boleres are probably the casicst genre to dance to. One simply needs a partner
of the opposite sex, and then moves in stationary circles while holding her/his pariner
close. However, duc (o the romantic nalure of the dance, this genre is usually reserved

for "intimate couples”.

No maller what kind of music he performs, Tilo says he has the SSII:IE general
approach; "be true to myself and the music, and be positive in my approach” (Paiz
1996a). However, there is an addilional mental process that he adds which makes his
performance of Latin-American popular music different from other genres (jazz for

cxample). This involves the dances which accompany the songs:

When | play these songs I become a dancer in my mind as well as a
musician. Expericncing Latin music involves many senses, it is not just
aural, il involves your whole body: listening, watching, moving. You
have to leel and taste the sabor: I do this by not only playing the music,
but dancing to it in my mind. (Paiz 1996c)

In chapter 4 1 will illustrate how this approach to the music plays an important
role in how Tilo participales with thc audience. For now, I will look at how Tilo's
becomes visible through the way he moves his body when he performs. This plays an

important part in the way Tilo physically parlicipates in the music.

12 Listen to Bela Maria de mi Alma by the Mambeo All-Stars (1992).



Physical Participation

Using the information provided in the previous two sections, we can now look at
how he puts his mental approach and repertoire into physical action. In performing
Latin-American popular music there is onc clement which Tilo fecls must be present,
presencia sin aguadar. This literally means "prescence without softening” or "not
becoming watery”. However, Tilo translaics it as "presence of strength” or that the
music needs a solid/secure musical structurc on which to "sound on.” During onc of
our rehearsals, he informed me that "there is no room for weak sounds in Latin music.
Even soft romantic ballads necd to have a strong feel undermncath.”

The way in which Tilo achicves this strong basce is twofold. First, there is the
mental preparation which was discussed above. He must be able to approach the
music with self-confidence, a positive attitude, and hablo claro in order to attain what
he calls. and what other band members describe as, his characteristic "big sound.”
Confidence in himself plays a big role in attaining a sound which others (band
members and audience) will feel comfortable participating in. As will be scen,
achieving his "big sound" makes his confidence audible (by what he calls " presencia
sin aguadar” (sounding strong and solid)) and visual (through his body language).

Second, Tilo must be able to produce this "big sound" physically. lle¢
accomplishes this by combining a {raditional Western drum sct with timbales. 13 Many
timbaleros {one who plays timbales) only usc two timbales with the smaller chacha bell
and the larger mambo bell, and perhaps one or two cvmbals. The addition of the bass
drum, hi-hats, snare drum and toms gives Tilo's playing more "bottom end” and
"punch”,14 thereby creating a bigger sound than whal is usually heard in the
performance of other t/imbaleros. When Tilo piays both the timbales and the drum sct
at the same time, then he is producing his "big sound”.

In listening to the music performed by Tilo Paiz y sus Banda Amistad, and Latin
bands in: general, it is not difficult to recognize the importance of percussion. With
three types of drums (the timbales, congas, and bongos) and extra percussion (clave
and guiro), there is little surprise that Latin-American popular music is characterized
by its "contagious rhythms.” Tilo acknowledges all the musicians (not just the
percussionists) in the band, and fecls that everyonc's role is important: "if just onc part
falls out of sync, then it can destroy the whole feel of the song” (Paiz 1995h). However,

13 Tymbales are two tom-tom like drums mounted side by side on a stand. and arc made of brass or steel,
covered with a single skin or plastic head. They are available in different sizes, the most popular being 13"
and 14" in diameter. On a holder. in the middle of the stand, is a fitting for two cowbclls.

14 ‘ese terms (bottom end and punch) are typically used by drumincers as denoting a deeper and fuller
sound. The bass drum and larger toms add lower tones to the instrurent, and when played In conjunction
with the higher pitched snare drum and hi-hats, can amplify the percussive "punch”.
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as Tilo explains, and is agreed upon by all the band members, there seems to be a little
more emphasis on the percussion and the bass guitar: "sf ne hay acoplados con el bajo
¥ percusion, es muy dificil locar la cancion y lener la union (if the bass and percussion
do not become as one, then it will be difficult to play the song. and "the joining” will
probably not occur). It has (o 'happen’ with these two first!” (ibid.). This comment is
nol unlike thal of Berliner's on the rhythm section in jazz where the relationship
hetween the drummer and bass player is usually the most critical "if things are going
o happen beautifully in the ensemble” (1994:349). Therelore il is appropriaie that, as
the band’s lcader, Tilo is the percussionist. It allows him greater control over one of
the most important parts of the music.

I do not wanl lo suggest thal the emphasis on percussion is due to the fact that
Tilo is the drummer. The focus on rhythm extends from the repertoire itself. Nordo
wish Lo equale the role of the drummer with that of a band leader.15 However, I do
feel, and it will be shown in subsequent chapters, that being the drummer helps make
his role in leading the music and the band a little easier. It has been my experience as
a percussionisi thal no other musician can exert such an influence over a group of
musicians with such case as a drummer.1%

I had mentioned earlier that when Tilo performs the music he also dances fo it
in his mind, and that his "dancing" becomes visible through the way he physically
plays the drums. One of the best examples can be seen during a cumbia when Tilo's
upper lorso bobs up and down with the music in a way that is characteristic of the
genre's dance. This movement not only coincides with the motion of the dancers but is
also a result of the requirements needed to execuie physically the rhythm on the drum
set. This kinesics of instrumental performance has been the subject of study by John
Baily (1985) who argucs that players’ movements affect musical structure in
belween the morphology of the instrument and the player's sensorimotor capacities.

An example of this could be seen when Tilo performed cumbias during the
Valentine fiesta. The emphasis in cumbia is on the off beat which Tilo plays with his
right hand on a crash cymbal (sce figure 2.1). Sitting in front of his drum set, Tilo
brings his stick down on the cymbal. At the same time his torso begins to rise,
creating a kind of teeter eflect between the two parts of his body (his torso and right
arm). Although Tilo can play this pattern keeping his torso stationary, he chooses to

15 However, many of the best known band leaders in Latin-American popular music have been
sercussionists: Tite Puente. Poncho Sanchez, Mongo Santamaria, Luis Conie, and Daniel Ponce, for example.
6 Conversations with different orclicstral conductors had first brought this to my attention.
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"dance” while he plays. As Tilo cxplains. "when people sce me do this [performatives],
then they know I'm getting into the music” (Paiz 1996¢).

Tilo's physical performance of other genres also includes energetic motions

of the interaction between his fect on the hi-hat and bass drum pedals. The
performance of the other genres demonstrate less of a corrclation between the dance
and Tilo’s movement. Nevertheless, the important thing is that in performing the
music he wants to do more than simply play the rhythms. Tilo feels that "moving to
the music is one of the ways in which | become part of the music” (ibid.). John
Blacking expiains that "the scerel in many musical techniques arc to be found in
relaxation and rhythm, and lcaving the body to do its own work aller a period of
practice - which is surely the very opposite of mind over body” (1977:23). llc

elaborates:

Just as the ultimate aim of dancing [music making] is 1o be able 1o move
[playl without thinking, to be danced [performed], so the ultimate
achievement in thinking is to be moved to think, to be thought. It is
sometimes called inspiration. insight, genius, creativity, and so on. Bul
essentially it is a form of unconscious cerebration, a movement of the
body. We are moved into thinking. Body, mind and music are onc.
(ibid.)

Tilo's physical participation also exicnds into the sound production of a
performance, namely with the sound system. He feels thal "the importance of a good
sound check earlier on in the day of the fiesta cannot be underestimated” (Paiz 1996a).
Setting the appropriate sound levels is necessary both on the slage (through the
monitors) and off (through the main spcakers). Instruments such as the keyboard,
guitar, bass, and even the voices cannot be heard above the rest of the band until they
are amplified. If Tilo is unable to hear all of the musicians on the stage (therefore all
the music), then he "will be missing a part of the song. It is absolulcly necessary for
me to hear all the parts or I won'L be able to fully participate with the music” (Paiz
1996¢). The same goes for the sound ofl stage, but the audicnce is of more concen
here than the musicians. For Tilo, as well as the rest of the band, having (o dcal with
feedback noise in the speakers, arriving at the fiesta without ¢nough cables or having

to deal with balance problems can all create a negative atmosphere. They are all



cxamples of where Tilo needs to remain in a positive mindset so that he can participate
with the music in such a way as 1o JJamar Ia atencion'’ from others at the fiesta.

In the casc of the Valentine ficsta only half the band arrived for the sound
check. Therefore, Tilo could only get approximate levels for the individual microphones
instcad of the full band. As was scen in the description of the fiesta in the previous
chapter, much of the first set was spent adjusting levels between songs. Although this
crcated some ncgative feedback in the flow of the fiesta. it seemed as though Tilo did
nol allow this to deter his performance of the music and his ability to create
participation.

Another important clement in Tilo's technical approach to the music involves
whalt be doces not do. The absence of scquencers in Banda Amistad demonstrates Tilo's

conceplualization of how he connccts with the music:

Using scquencers and drum machines can be frustrating and
interfering. 1end up having to follow the machine instead of the music
and therefore they offer me little freedom or opportunity to change with
the music if 1 fecl inspired to do so at the time. (Paiz 1995b)

It is important for Tilo to have a great deal of freedom to participate with, and perform,

the music as he sces fil or appropriate to the particular context in which he finds

himself.

Bullding Intensity
For the remainder of this scction, I will focus on how Tilo uses all of the

aforementioned means of relating to the music, to bring out what he considers to be
the most important manncr of cxpressing his participation with the music; the building
of intensity.

By intensity I do not mean climax. As Tilo explained to me, "a song must begin
and end with a 'bang™ (1996a). What happens in between is a series of tension and
rcleases. The result is an undulating pattern in the intensity of the song. For Tilo,
"this is what is necded to keep the song alive and the listeners and performers
Interested from the beginning of the song until the end” (ibid.).

Tilo has a number techniques through which he can lower or raise the level of
intensity. To begin with, he must play with confidence. No matter what other methods

Y7 Ltamar 1s atencion is Spanish for "to catch one's eye”. In this context, Tilo uses this expression to refer to
his ability to invitc physical participation (be it the band through playing their instruments or the dancers
through their movements} fromn those present at the flesta. Liamar la atencién para la unir (to invite one into

"the joining").
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demeanor, Tilo feels that "there is nowhere for the intensity to go but down™ (ibid.).
Therefore, his confidence provides the foundation for the "strong base on which to
sound on" (see page 48).

Since percussion forms the backbone of Latin-American popular musie, Tilo is

in an effective position 1o alternate the intensity level of the musical sound. For the

participation from the other musicians and the audicnce. One of the more obvious
ways in which he can accomplish this is through the use of dynamics. However., at the
Valentine fiesta there was little usc of this. As the members of the band told me
Jjokingly, "with Tilo there arc only two Kinds ol dynamics he uses, loud and really loud!”
Tilo’s explanation for this was that "this kind of music nceds to be played at a high
volume. It needs to be felt in the whole body, not just in the cars” (1996g). Therelore,
instead of alternating between pianissimo and forfe (o aflcel the intensity level, he
fluctuates the timbral density of his playing.

By timbral density I am referring to the amount and number of drums Tilo uscs

set allow Tilo to achieve his "big sound", which raiscs the level of intensily. Playing
"big" means that Tilo uses more cymbals, bass drum, timbalcs, and toms. Conversely,
by playing on the timbales alone, or on a minimal part of the drum sect (i.c. the hi-hat
and snare drum), he can lower intensity. Other techniques which Tilo uses arc
alternating between simple and complex rhythms, varying the tempo. and finishing the
song with what he calls a "big cnding” (this is when the last chord of the song s held
by the band while Tilo plays a flurry of noies on the drums).

The different parts of the genres’ forms themsclves (i.c. choruses, relrains,
mambo sections, solos, etc.) also help in the raising and lowering of the intensity level.
The different sections within cach song form can, and ofien do, dictatlec how Tilo will
participate with the music. For example, he will usually play with a "big scund" during
refrains or mambo sections!® (high iniensity) and less so during choruscs (low

intensity}. Figure 2.7 illustrates Tilo's account of how the intensity level in one

with the music. This punta, with a chorus that goes "fiestal Fiestal Yo quicro mas

Fliesta!l' (Fiesta! Fiesta! I want more Fiestaij, was the song which brought the Valeniine

18 A mamboisa repeating instrumental section of a song where the trumnpets play their charateriste riffs,
acting as a contrast to the piano and bass figures: also known as a moniuno. 1L is often mistaken for a
specific type of rhythm or song form. The dance done during this part of the music also became known as the
mambo.
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ficsta to its climax. Notice how the fluctuation differences decrease as the song comes
to its end. Tilo realizes that as the song progresses, and the longer it is played, the
more likcly musicians and dancers with become disinterested in the song, and lose

interest in participating: the music hbecomes monotonous. By increasing the pace of
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Figurc 2.7 Representation of intensity fluctuations in the song Fiesta

When Tilo effectively combines his different methods of mental and physical
performance then he is able to rematar (to catch the rebound and "finish off" the
music). Implementing his performance practice is what he calls poner los condimentos
(to add the spices). In a slightly more poctic way by fluctuating the intensity level, Tilo
can "catch” the music and "finish it" by "garnishing" the music with his "spices” {his

unique method of playing).

Conclusion

From the above, we see that Tilo's first step in the fiesta process is to create a
rclationship between himself and the music. He accomplishes this by approaching ihe
music positively and by playing for himself first. This, then, creates (within himself) a
context which allows Tilo to participate "comfortably" with the music through his
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Physical actions. Il he has not dealt with his mental approach to the music properly
(in accordance to his ideology} then his performance of the music can become

physically and audibly tensc or uncomloriable for himsclf and others, thus inhibiting

easier for Tilo lo control a song's level of intensity, attain his "big sound" through the
combination of timbales and drum set, and "dance” through emphatic movements
during the physical execution of the different rhythms. Additionally, there is the
importance of acoustic interaction which allows Tilo. through amplificd sound, to
actually hear and participate with the music.

According to Tilo, if he [ullills these personal requirements, he is being true to
himself and the music, which is the lirst step towards creating a successtul ficsta.

From here, he can use the music as a vehicle to transmit a part of himself to others.,

which in turn produces a context for participation, or what he ealls “the joining". Nol
unlike Chernoffl's findings about an African musician, Tilo's approach to the music
demonstrates his concern to bring forth a fresh dimension of involvement and
excitement to the community in which he creaics (1979:126).

participation of the band). Much of what has be introduced in the preceding pages will

be expandzd upon as other Lypes of ficsta intcraction are brought forward.
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Chapter 3

Once Tilo is participaling as an individual with the music, or is achieving
dacoplacdos, he can then diverl his atiention (o others at the fiesta; he can use the
musical sounds he creates as a way of inviling participation from others. Although his
sound is shared by anyonc who is within earshot, his first priority is the band. This is
not to say that the audience is less important than the musicians. However, Tilo feels
"es necesario caminar junltos con los musicos en frenle de la audiencia® (it is necessary
to "walk together™! with the band before the audience) (1995b). With this
accomplished he can begin the process of Ja unirwith the audience via Banda Amistad
but, I am getting ahead of myself. The purpose of this chapter is to examine the next
step In Tilo's inleraction during the fiesta, that of between himself and the band.

His involvement with the musicians is not unlike that with the musiec.
According to Tilo, he must first develop a relationship which requires that all the
musicians establish, and recognizc, each other's roles within Banda Amistad. The first
section of this chapter will address the question "What is the nature and purpose of
Tilo's relationship with the band?" Next I will look at how Tilo's personal performance
idcology, with particular emphasis on the importance of a positive mindset, is enacted
and received by the band. Finally, I will look at how Tilo Jama Ja atencion con la

banda through his physical and musical actions.

Crealing a Relationship

The first thing which I will address in this section is Tilo's purpose for creating
a relationship. As was mentioned in the previous chapter, Tilo feels that before
acoplados occurs with the music, he has o develop his approach, or relationship, to it.
The importance of a relationship is even greater when acoplados involves the
participation of others. Over the past 2-4 years Tilo has developed his relationship
with the band. as a whole, and on an individual basis. This has allowed him to learn
the mus{cal and performative strengths and weaknesses of each musician, which, of
course, helps Tilo in preparing himself as the band leader. His knowledge of the
musicians allows Tilo to know how each band member will possibly react during a

performance. Therefore, not only does Tilo's relationship with the band members

U caminar -juntos (walking togethier) refers to, and is not unlike acoplados (coming together, as one unit).
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greater confidence:

I place a lot of importancc on developing a good relationship with the

share in the music: where the other person is coming from...how they
are approaching the music. (Paiz 1996d)

In his book Thinking in Jazz (1994). Paul Berliner makes a similar statement. that
cumulative experience and longtime association with other artists cnhance the case of
amount of time, the players eventually develop musical signs that reveal one another's
intentions. Tilo’s signs become part of his vocabulary in the conversation between
himself and the band members.

Tilo's relationship with each of the musicians allowed him 1o be better prepared
for the Valentine fiesta. For example, Tilo knows that if the audicnce docs not come
onto the dance floor within the first two songs. Roberlo becomes uncasy. As Tilo
explained to me, "he [Roberto] starts to think that it is his, or the band's, fault why
people are not getting up to dance. Then he slarts to notice his mistakes more, and.
from here, things can take a turn for the worsc" (1996¢). Such a scenario occurred

during the first set of the evening. Knowing what Robcrlo's reaction was going to be,

too nervous. What Tilo actually did will be deseribed laler in this scetion.
Another reason why Tilo feels it is necessary Lo establish a relationship
between himself and the band is that it creates a sensc of confirmacion ("trust between

all’). Other scholars have found in their work with popular music groups that

undermined (see Baron 1976, Berliner 1994, Cohen 1991, Duany 1994, Keil 1966,
Loza 1993, Waterman 1991, and Whilc 1987). It is a trait which entitles band leaders
to a "genuine” following by their band members. Withoul trust, the relationship
between the two is reduced to one of "hired hands". If the musicfans trust. Tilo. then
they will be less inhibited to participate in the fiesla with him. However, trust Is not
something Tilo demands from the musicians, nor does he want to. He wishes 1o carn
it. Tilo's vast playing experience and professionalism went a long way in iniliating this

feeling of confirmacion:

Through my developing relationship with the music and my years of
playing experience I have become much more confident. This is
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Important since if I am not conflident in mysclf and my presentation of
the music, how can I expect others to trust in my decisions as their
band leader?! (Paiz 1996a) (lrans.)

Tilo feels that it is important for the band to "confien en mi (put their trust in
mc), Just as he needs Lo put his faith in them. e has a lot of confidence in his fellow
musicians and knows that everyone in the band will be there for the others. He needs
to have this fecling of support from the band in order to get things accomplished

prolessionally and musically during the fiesta:

Through our relationship, we have developed trust in one another so
that no matter what situation occurs in a ficsta, I know I can count on
the band for total support?...esto ¢s cuando caminamos juntos (this is
when we begin "walking together”). 1 can't depend on the audience to
give me any of this. (ibid.)

This is not to say thal the audicnce is unable or unwilling to give support to
Mlo or the band. As will be shown in the following chapler, the audience at the
Valentine ficsta played a large role in supporting the band. Nonectheless, the
relationship which Tilo builds with Banda Amistad is much more interpersonal than
the one he creates with the audience. As the leader, and through his relationship with
them, Tilo comes to carn and expecl that trust and support from the band. The
audience is not required (o support anyone. Additionally, Tilo's relationship with the
band is alrcady cstablished before he even arrives at the fiesta: this is not always the
cas¢ with the audience. Therefore, Tilo can, and does, rely on the band a lot more than
the audience.

A final reason why Tilo depends on his relationship with the musicians is that
the band rarely rehearses any more. Tilo informed me that this is largely the result of
not having a place to do so. Finding a rehearsal room large enough to fit all eleven
musicians al a price Tilo is willing to pay (the money comes out of his expenses) is
diflicult. Additionally, Tilo has not chosen any new material for the band to leamn, and
We have been playing our material® for quite some time, and we know it quite well"
(1996d). Many of the band members do not agree with Tilo, and feel that they should

? Total support, according to Tilo, entails moral, musical and physical,
3 Banda Amistad have aboul 70 songs in their repertoire.
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on the musicians and rely on what he has learned about them through their
relationship, in order to "make it through the event successtully”. In the case of the
Valentine fiesta there was no formal rchearsal, however the band had performed in
More will be said on this laicr.,

Now that Tilo's rcasons for creating a relationship have been outlined. T will
tum 1o the nature of his connection with the musicians.

The most obvious role which Tilo assumes in his relationship with the band is
that of the je/é (chicl, leader, or boss). The neeessily for this role arises out of practical
concern. What I mean by this is that there are certain managerial tasks which Tilo
feels are betler Icft to the responsibilily ol onc person (i.c. booking gigs, making suru

everyone has transportation, arranging meeting times, or taking carc of finances).

two leaders...how can two men drive one meato [aulomobile]?" (1991:219). owever,
although Tilo's title as je/e is granted Lo him partly beecausc it is "his band", and he
does all the hiring and is the onec who pays the musicians, his authority is stll
challenged and must always be reconfirmed. Mainlaining his authorily coincides with
Tilo's ability to uphold the trust and respeet of his band members.

An cxample of a challenge o Tilo's "lcadership-authority” occurred while the
levels for the sound system were being scl during the sound check for the Valentine

fiesta. Although each member of the band felt that his way of sclting the sound board

experience, Tilo adjusted all the sound levels to what he [cll was the most appropriatc
for the particular performance sciling. Of course, there was his personal preference;
"as the drummer [ like things louder than what the other band members would prefer,
and I keep it that way; this music is made o be played loud. In the end, it is my band,
and I feel that I have a little more expericnce than they do when it comes Lo such

things" (Paiz 1996f).

4 The majority of popular music bands I have come into contact with have defined "ownership” of a band in
one of iwo ways. For example, when musicians say "this is my band” then it is assumed that they are the
ones who either write the music for the band, or, if they are a cover band, take care of managerial asks siuch
as hiring new musicians, paying the musicians, booking gigs, cle,
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Troy, the bass player and individual who scts up the sound system, is often the

mosi vocal about what he considers "proper sound levels” to be. As usual, Troy felt

overtly confronting Tilo aboul the volume, Troy suggested that "maybe we could start
ofl the first sel with a low seiling, and then turn it up as the night goes by.” For Tilo to
ignore Troy's suggeslion may lead o a mutual loss of respect from both sides and even
the other musicians. Yel, al the same time, Tilo is adamant about what he wants in
sound production. In the end, Tilo told the band that the levels would remain the
same, but that he wanled us to lollow Troy's suggestion in that the dynamics would be
lower during the first set. This did little to appease Troy and the rest of the band since
they knew "Lhings arc going to get loud anyways" (Troy 1996).

3ascd on my interviews with the members of Banda Amistad. the above is a
typical "scene” belore fiesias. In general, the musicians have come to accept Tilo's
dceision, partly duce lo the fact that Tilo guarantees them employment, as well as the
fact that there is no other band with whom they wish to perform. Therefore, the
members of Banda Amislad, whether they agree with it or not, must accept Tilo's
here that simply becausc Tilo "hands out the pay cheques” he is entitled to exercise all
authorily over the band. As will be scen in the remainder of this chapter and the next,
Tlo's rolc as jefé: requires that he maintain a delicate balance of control and autonomy
within the three domains of the fiesta: the music, band, and audience.

Another way in which Tilo fullfills his role as jef¢ is during the performance of
the music itself. Tilo sets the tempo, chooses the songs, assigns solos, or he might
change the song's form. Additionally, if something happens during the performance
(i.c. the band starts to "fall apart"> musically or personally) the musicians expect Tilo to

keep things together. Again, the band must trust that Tilo will lead them in a way that

I tell the band that we have (o be close personally and musically. They
need to trust me, just like 1 trust them. They need to know if something
gocs wrong during the fiesta, there will be someone there to fix it. Most
important we are there to share the feeling in creating that particular
musical moment. We have to get into the same feeling, If this is done,
then it is casier lor me to lead the band. (Paiz 1996g)

5 ‘hlo considers the band to be "falling apart” when the musicians begin to play at different tempos, missing
entrances, or are playing oiit of tune, A personal "lalling apart” is when there are bad sentiments between
menibers of the band, which in turn causes the players to "not sound in harmony".
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Although this role of leader gives Tilo the final say in matters concerning the

band's performance, he does not wish (o come across as a dictator:

More important than being a lecader. 1 have to be a friend of the band. |

musicians to play for themselves becausce they want to, not beeause they
were told to. IfTcan accomplish this, then | know [ am fulfilling my role

as their leader. (ibid.)

Therefore Tilo has to maintain a balance between his relationship as leader and
as [riend to the musicians in Banda Amistad. He has to creale an environmenl which
invites open inleraction, yet, at the same time, respeel and trust in his decision
making:

...] want to create a loving environment so that we can come together

more easily. 1listen to what other's |band members| arc saying and | am

open to things up to a point. Somctimes I'll hear a band member trying

to play something different. If1don't feel it. is appropriaic for that time, |
will get them back on track. (Paiz 1995a)

An example of this occurred at the licsta when Troy changed the bass pattern
the standard patiern associaled with cumbia bass (sce the diflerence between the two
patterns in figures 2.1 and 2.4). Fecling that the bass pailern was inappropriate, Tilo
started to play quarter notes on the bass drum. It was not, long hefore Troy picked up

on Tilo's cue and changed to the more traditional form. Once again, Troy was relegated

in following Tilo's "greater expertise concerning this style of musie:".

When the musicians first joined Banda Amistad it was relatively casy for ‘Tilo (o
Becoming a friend and becoming familiar with their strengths and weaknesses
however, could only come about with time. Tilo expected to have the Ume and
opportunity to extend his relationship beyond that of "lcader-follower” when the
musicians first joined the band:

When I started this band 1 knew it was going to be a long term thing. |

made sure that each member knew this when they started with me. |

wanted to be sure that they would give me their best, and a long term
commitment. IfIdidn't have this, then it would have heen difficull for
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the band to improve, and things [relations within the band] could have
goticn complicated later on. (Paiz 1996¢)

With the exception of myself and John, the members of Banda Amistad have
been playing with Tilo for the last 2-4 years. This has given Tilo the opportunity to
become closer with all of the musicians. In addition to being a leader and friend to the
band members, Tilo also becomces a tcacher. The combination of these three
characteristics is what Tilo considers to be a good jefe. In the example described at the
beginning of this scction, we saw that Roberto becomes nervous when there is a lack of
audicnce feedback, Not only did Tilo deal with this on the stage (as the leader), he also
talked to Roberto outside of the performance coniext {as a [riend) to suggest some ways
(as a tcacher) in which Roberto could deal with his uneasiness. For the Valentine
ficsta he told Roberto that if the audience is not getting up to dance then "it offers the
band a good opporiunity to show themselves ofl.” 1 will return to this scenario in the
scction on physical participation.

Finally, Tilo's participation with the music is extended through his relationship
with the other musicians. Thercfore, he fecls that "knowing the members of the band
individually is important because it is not just a matter of leading the music, I am also
leading the feelings and cmotions of the band” (1996a). How Tilo can actually lead, or
at least influcnce. these emotions and feelings is by putting them into what he calls a

"positive mindset”.

Establishing a Positive Mindset
As the central dogma of his performance ideology, Tilo feels that instilling a

positive mindsct within his fellow musicians will allow them to be confident in
themsclves and in their abilily to create a successful fiesta. By preventing the band
from Jo saque de quicio ("becoming unhinged”), Tilo can create an environment which
is conducive to acoplados and "joining". He accomplishes this in a number of ways.
IFirst and foremost he needs the musicians o be able to perform for themselves. Just
as Mo fecls acoplados must occur between himself and the music, so, too, is it with

the members of Banda Amistad:

Obwviously, the musicians arc the most crucial part of creating the
musical environment. Therefore, they have to be happy with what they
are doing. What I try lo create is for the musicians to have a good
feeling individually in the music, that what they are playing is in
harmony with themselves. It is difficult to transmit a positive feeling to
the audience if it isn't in the band first. That is why I tell them that they
nced to play for themselves first, (Paiz 1996f)
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One of the first steps in approaching the music and fiesta positively is lor the
band to try and leave their personal problems (this can involve tensions at home or

between the band members themselves) aside while they are performing:

The band goes through diflerent phases and sometimes there are
difficult situations which docs not help the band. If we Iee m how to
follow and accept our emotions and deal with them in a posilive way
then ll becgmes rnut:h easier m crcah? a 5ucmsslu] hc.sla WhEn I havu a

1t will Glﬂy sprﬁad ihmughuul the band. (P:l,lf 199&[))

Additmnally. Tilo feels it is ir’npgrativc: that a pc:sitjvc mindsct within the band should

let it become negative, it can take over your body in no time at all” (ibid.). All of the
musicians in Banda Amistad agreed with this statement and added that not only can a

negative mindset take over the individual, il can aflect the whole band:

I have a responsibility to the music and to playing it well. 1 iry not (o let
whatever happened to me during the day interfere with my playing. A
personal problem with another band member can't get in the way of the
music. My role is to give my besl to the music, and encourage other
people to participate in it [the music] through my playing. (Spanky
1996)

For Tilo Paiz y sus Banda Amistad., it is particularly important thal they
approach the music positively, and play for themselves, when they begin o make

musical mistakes during a performance.

When they (the band] play for themsclves they have o give their best 1o
the music. When they give their best o the music then they will be
giving their best to the audicnce. 1 also want (o proteet the musicians
from stress as well. For example il Lthey play for the audicnee and they
say 'Oh I played that solo for them and they didn't even like it! then this
might not be healthy for them. So. if the musicians play the hest they
can, and they play for themselves, and the audicnce doesn't get. it, then
it is their [the audience’s] loss. (Paiz 19960)

In other words, if the musicians lcarn to play for themselves and are satisficd

[ag )
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by the audience. Once this happens, Tilo says that "the individual is no longer playing
‘the music’, they are playing the audience” (1996g). If the focus on the audience
becomes greater than on the sclf. the number of mistakes a musician makes can grow
exponentially: "the first mistake makes (the musician nervous, causing him to make
more crrors in his playing” (Paiz 1996D).

The performance of Kan Kan Kan during the Valentine fiesta provides an
cxample of how the band dealt with a potentially disastrous mistake. At the end of
Tilo's drum solo, the horn scetion came in four bars to early. This mistake could have
causcd the song and band to fall apart, bui because they were in a positive mindset,
playing for themsclves, they were able io accept their mistake, catch Tilo's second
"count in", and finish with little disturbance to the flow of the song.

Mistakes during a performance are inevitable. Therefore, how the musicians
deal with them play a crucial part in the development of a successfui fiesta. Troy

explains:

If I make a mistake when 1 play, even if other people don't hear it, it can
build up inside me and affcct the way 1 play...but I try not to let others
see that. You shouldn’'t show anything on stage. Now, [ don't mean you
should put on a front. | mean you shouldn't show you are mad. You
either show nothing, or you show a good thing in your demeanor on
stage. It only hurts things when you start getting negative on stage.
(Troy 1996)

Since it is difficult to have a flawless performance, Banda Amistad tries to "get
their mistakes oul” within the first sct. For the Valentine fiesta this included improper
balance between the instruments, musical mistakes from lack of rehearsal, and not
"being warmed up enough"” on their instrument. The description of the first set
(chapter 1) illustrates how Pato and Craig had to adjust the sound system until a
proper sound was established.s

Not only does Tilo expect the musicians to deal with their own mistakes

positively, he also insists that the band treat other's mistakes in the same manner:
I tcll the musicians that they have responsibility not only for their own
mistakes will happen which is fine, as long as it is not every song. Ifa

mistake is made I tell the band not to worry. The last thing I want is for
everyonc to look at the person who made the mistake. If everyone

6 There are two reasons why Pato and Craig were the individuals who were adjusting the sound levels. First,
they were the closest to the sound board. Second, as horn players, they have a number of rests during the
songs which allow them to make changes to the sound without affecting their musical part; the rest of the
musiclans play throughout the songs.

63



"points” then it is terrible. That person can become self-conscious and
might not be able to play as well. Aftcr a set is done. 1 will talk to that
musician about areas where he could improve. Again, this isn't done in
a way of 'pointing the finger', but as a way of suggesting cerfain arcas to
work on. There isn't a necd to feel bad if you make a mistake, but you
do have a responsibility to yoursclf as a musician to play well. Besides,
even if a mistake is made, chances are. the audience will not even
notice. (1996¢)

This last sentence is especially important for both the audicnce and the
musicians. As will be seen in the next chapter. the presence of a band in a live(ly)
context is much different than the use of prerecorded music at a fiesta. A number of
the musicians mentioned that if the fiesta is going well, they get caught up in the ficsla

ambiente and do not nctice their mistakes as much:

When I'm playing I'm so involved with the music and the audicnee that 1
might not even notice a mistake. I might notice it when I first make it,
but then it goes by and it is forgotten. (Spanky 1996)

In a somewhat paradoxical statcment, Tilo feels that approaching the music and

fiesta positively also means that the band should prepare for the negative:

We need to be open to anything that might happen during the fiesta.
That is why it is important to prcpare ourselves for failurc as well, If
people [audience] don't show up or things aren't happening in the licsta.
it is not something that should be taken on the weight of the musicians'
shoulders. There are many other details to think about like the
publicity, the organizers, the place, etc. Many people don't realize this
and it becomes easy for the audience to blame the band for a bad ficsta,
(19964a)

This is another example of where Tilo feels his performance ideology plays a
crucial role. As long as the band hablan claro ("speaks with truth in the mouth”, or, as
Tilo translates in this instance, "performs honestly"), then they can be confident and
positive that they did their best. Both Tilo and the musicians have told me that they
have the musical capability to perform in such a way as to crealc a fiesta that is
cachimbona (really good). Accordingly, if they fulfill their part to the best of their
ability and the flesta is unsuccessful, then, as Tilo statcs, "we can only assume that
another part of the fiesta failed to deliver the necessary ingredients for the audience Lo
have a good time" (ibid.).

Part of preparing for "the worst" in a fiesta with a positive approach also
involves focusing within the limits of what can be dealt with by the band. Many people
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know, and have expericnced, how much casier it is to fixate and complain about the
ncgative things in life. The same is truc for a fiesta. For example, the Valentine fiesta
was held in Hellenie hall. Although this hall is considered to be a good place for a
fiesta by Tilo (it is large, clean, and it has a place to cook and sell food), some of the
band members dislike playing there because they know "playing on the stage in
Hellenic hall is always loud” (Spanky 1996).

Further claboration on this stalement elucidated that the physical layout of the

stage in Icllenie hall causces any sound produced within its confines to get bounced off
the hard walls, and back to the players. Additionally, since the stage is somewhat
small, the musicians are arranged in close proximity to one another, making the
sounds from amplifiers and Tilo's drum set seem even louder. John, Spanky, Pato, and
Troy were the musicians who brought this negative element against participation to my
atlention, and, nol surprisingly. since they are placed at the back of the stage where
the volume is the greatest and the sound becomes the most "muddled”. As will be seen
in the next seetion, Tilo attempts to rectify this problem through the use of monitors.

Obviously, this poor quality of sound can have a substantial effect on the

There are a lot of negative things which I could focus on, such as the
stage sound at Hellenic hall, but this is something that is not within my
power to change. It doesn't make any sense to let things like this get to
me. If there is no way for me to change the situation and I become
negative then Il never be able to get into the fiesta. The best thing for
me o do is accept the problem and focus my attention on other aspects
in the fiesta which I do have control over, such as my own playing or
how my presence is aflecting others around me. (Pato 1996)

Two things which Tilo has control over and allows the band to approach the

pertformed the previous weekend in Peace River and Calgary. The fact that these two
gigs went very well made the band cxcited to perform for the Valentine fiesta as well as

fecling "rehearsed”:

We played the weekend before and it went well, so [ was looking forward
to this fiesta. We were fresh going in. (Marco 1996)
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We had played the weckend before so we were warmed up lor this one. 1
don't like coming to a gig when we haven't rehearsed lor a while. (John
1996)

The sound check is another context which can make or break the band's
receptivity to performing at the ficsta. Firsi of all, the sound check becomes like a

mini-rehearsal where the band runs through a number of songs:

I can often tcll if I'm going to be able lo get into the fiesia from the sound
check. If things don't go well during this time, then I'm not looking
forward to the performance. (Spanky 1996)

If the sound check becomes a mini-rchearsal, then it is important thatl everyone is
present. If some of the musicians take the time to come lor a sound check and others
do not, then negative feelings can arise within the band. This is especially imporiant
for Troy who does most of the work sciting up the sound system. Doing a proper
sound check allows Troy to put his mind at rest knowing that cverything is in working
order and that the balance is set appropriately. For the Valentine fiesia Tilo, Troy.
Marco, John, Jacqui, Kenny, and myself were present for the sound check. Even
though the full band was not present, we did run through a few songs and adjusted
the levels for those who were there. Tilo was disappointed that he was unable lodo a
proper sound check, but it did not scem to aflfect the band's positive mindscl. This was
probably due to the "positive residue” lefl over from the weekend before.

Finally, for Tilo to have the band in a positive mindset, he has 1o make surc
that he has completed all the basic requirements for the band to perform. A few of
these requirements were mentioned under Tilo's role as je/z, i.c. making surc thal the
equipment gets to the hall, that everyone knows whal to wear, and renling any cxtra
equipment that might be needed. If Tilo can accomplish some or all of what has been
mentioned so far in this chapier, then the band will be able to approach the flesta
positively, which also means that it will be easicr for Tilo 1o gel them to join with him
in the creation of the fiesta.

Physical Participation
In order for Tilo to get the band to participate with him, he feels that there must.
be eye contact between all of the musicians and himsclf. This is the reason that he

arranges the band in a circle with himself in the cenler (sce figure 1.2 of chapler 1):
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Being in the middle makes it casy to direct the band members. Also, the
sound of the drums can reach each musician equally. Sometimes
people ask me why I'm nol in the front of the stage since I am the leader.
If I did move up to the front then [ wouldn't be able to bring the band
logether or keep them with me as casily. I could do it [be in the front] if1
wanted to, but it is more comfortable for me to be in the center. (Paiz
1996a)

As already mentioned, the stage al Hellenic hall is somewhat small thereby
causing the band to sct up close lo cach other. This closeness seems to be an

important factor for Banda Amisiad. Tilo and a few of the other band members

resulted in the band having to sct up in row instead of a circle. Not only did this make
eyc conlact impossible, in some insfances, it became difficult for the band to hear the
"live" sound of the other instruments as they were being performed on stage. As Jacqui
explained ic me, "The further we get from each other, the fainter and more delayed the
sound becomes." Therelore, closeness to one another in the band makes participation
more relaxed due to the simple fact that the musicians can see and hear one another
with grealer ease.

For the Valentine fiesta, the band, with the exception of Roberto and Jacqui (the
two singers) who we:e facing the audicnce, always had Tilo in view. This is important
since, by simply having them watch him play, Tilo can /Jamar Ja atencion which begins

the "joining” process:

When 1 am playing I give it my all and you can see it in the way 1 play: I
use my whole body to get into the music. I want the band to do the
same. By watching me play, 1 hope the band members become
motivated and take part in what I am sharing with them...the music, the
ambiente! (Paiz 19964d)

doesn't even need to say anything. The excitement he shows when he
plays gets us going. He looks like he is having a good time and we want
to take part in that as well. (John 19986)

Ile is the best leader I've ever been with. Just looking at him and seeing
that he is enjoying himself and is giving his best gives me the initiative
to do my best. The rest of the band does this too. It makes a big
difference! (Roberto 1996)

It is casy to follow Tilo, he never tires. Even with songs we've been
playing for 3 or 4 years, he still plays them like they are full of new life.
(Pato 1996)
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Therefore, this "kinesic punctuation” (Burke 1945:363) which Tilo creates through his
emphatic playing movements inviles the participation of the other musicians by
making his enthusiasm visual. Not unlike Paul Berliner's findings in jazz performance,
Tilo's physical embodiment of the beat "provides concrete reference poinis for the band
to participate with" (1994:152).

In addition to displaying his cnthusiasm, Tilo will turn to the musicians and
give them a smile, tell a joke, or yell out their names during a solo to give
encouragement. This was necessary during the first song Banda Amistad performed at
the Valentine fiesta. Since the audience was not coming out to dance, Tilo thought
that Roberto might become anxious. By smiling at him, playing with a loL of

enthusiasm, and choosing a song that Roberio likes, Tilo was able to keep the lead

onto the dance floor.

During the Valentine fiesta Tilo gave other physical and verbal cues as to when
the band should participate. Cues in this sense function as a reminder of a past act
(which was first learned through the developing relationshi P between Tilo and the band
members) that gives a reference for participating within the finile sphere of
performance. According to Ruth Sione, cues coordinate the many diflerent actions ina

performance, and are the communications between performers which shori cut

other words, cues become an important way for Tilo to synchronize the behaviour of
the musicians, and "mantener activamenle Ia participacion con lodos los miisicos" {lo
actively maintain the participation of all the musicians) (Paiz 19961).

Of course, certain parts of the performance are already known and expeeled by
the band through the knowledge they gain from their relationship with Tilo and in thelr
experience playing with him. However, there arc other parts within the fiesta which
depend upon specific cues. One of the most obvious physical cues is Tilo's clicking of
drum sticks at the beginning of each song. This action tells the rest of the band that
the song is about to start as well as establish the tempo. Jusl before the song begins
he yells out "uno, dos, tres, quatro!” which signals the musicians (o begin

participating. Other examples of verbal signals which he used during the ficsta

salsa section of a song. These words not only told the band when to participate, but

how to participate.
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However, il is difficult for Tilo to stay in conlact with all of the musicians all of
the time. He solves this problem by using cerlain individuals as his link to the rest of
the band. For the Valentine fiesta Palo became the laison for the horn section. while
Roberto relayed information (i.c. the title of the nexi song) to Jacqui and Marco, and
Troy sometimes played the "middlc man” for the keyboardist. These three individuals
arc generally an imporiant connection to the band for Tilo since he did not have time to
say the same thing to cach person once the fiesta was under way. For example, during
the performance of Oye Como Va, Tilo decided to change the form of a song by
lold Palo, Roberto, and Troy what he waritesl lo do and relied on them to disperse the
information so that participation kept flowing smoothly.

Another way in which Tilo intcracts with the band is through the use of a
sound sysiecm on stage. Many of the band members placed a lot of importance on the
use of monilors during the fiesta. For Tilo lo participate with the musicians he must
be able Lo hear them and vice versa. Duc to the poor acoustics of the stage in Hellenic

hall it is necessary for Tilo Lo use a monilor in order for him to hear each part.

I nced a monitor for mysell which has all the musicians parts coming
through it. Ialso want the rest of the band to have this as well. The
main idea is that I want the musicians to hear the same sound that the
audicnce is hearing. This also motivates the musicians to participate;
they can hear themselves betier and because of this, we can come
together and play tighier. (Paiz 1996¢)

There were only two monitors for the Valentine fiesta.” One was placed in front
ol Tilo whilc the second monitor went in between Roberto and Jacqui (as the vocalists
they need (o be able to hear themselves and the keyboard in order to sing in tune) (see

figure 1.2). This, of course, mcant that the rest of the band was without monitors. For

Playing on the Hellenic hall stage was loud and it gave me a headache.
Whal was worse, 1 didn't have a monitor so I couldn't hear myself.
(Spanky 1996)

Playing at Hellenic hall means it's going to be loud. When it gets loud
then we [the horns] have to play louder just to hear ourselves. After
playing like this lor a while your lips start to hurt. (John 1996)

7 Tis is usually the case sinee it is expensive Lo rent more than two monitors.
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How well the musicians arc able to hear others in the band can afleet their

ositive mindset in addition to how well the LhLy can durally/ physically peric:ipalL in

=

little problem participating with Tilo and the band. This is not suqaﬁsiﬁg sinee they
were the closest to the second monitor. For the hom scelion this was not the casc.
50 how do Spanky. John, and Pato get past this negative influence and continuc to
participate within a posilive mindsct? Part of the answer lies in what has already be
mentioned; watchiﬁg and f'c;:tzciing' off Tilo's exeilement when he plays and Eﬂlmﬁng his
band and each other: through their dancing.

Within the last four or five fiestas the horn scetion has been taking on a new
role in the band, that of dancers. This has had a signilicant c¢flcet on the band as a
whole. First of all, the dancing by the horn players is a way of demonstrating thelr
positive mindset to others at the fiesta. Just as the musicians feed off Tilo's "energy"8
when they see him play, the band fecds off cach other. Although Roberto and Jacqui
have been dancing in front of the stage while they sing since they first joined Banda
Amistad, this is part of their "required” performance. The fact that the horn scetion
dances of their own free will demonstrales their cagermness and excitement Lo

participate in the fiesta. Dancing allows the horn section to participate in another way

besides simply playing.

Our little dancing in the horn scetion helps us to interact better. 1f we
could dance betier I think the audicnce would cnjoy it even more. We

have to look like we arc having a good time. Ii. makes the music visual,
our dancing, smiling, laughing, and talking (o cach other. (John 1996)

All the times we've danced, people have come up to tell us that it makes
the band look a lol better. It made it look like the hand was
participating more with the audience. Also, 1 have slarted 1o have more
fun since we starled dancing. Even if the music playing isn't going well,
dancing makes the ficsta belier, for me, anyways. (Spanky 1996)

If we [the band] don't relate to cach other then everything can fall apard.
When the homns aren't playing [during musical rests] we start to dance:
Tilo's playing makes us move. Also, when we see Roberto and Jacqul
dance it makes us want to respond. If we dance then we stay in the

S 1 am adopting Berliner's use of the term as he sces it used by jazz nuslelans. Energy is thought of literally
and figuratively. “Just as it requires cnicrgy to produce and project souinds on musieal instruments, i requires
energy for performers to draw upon feclings [from others in the band) as they infuse sounds with emation”
(1994:2586).



music. | guess how we act when we aren't playing our instruments is
Just as imporant as when we arc. {Paio 1996)

Dancing in the horn scetion, thercfore, plays a large role in inviting and
suslaining participation within the band. Since the homs have many bars of rests
Guring cach song, dancing allows them to remain physically and mentally "in" the
fiesta. 1t could have been very casy o let the poor acoustics on the stage affect
Spanky. John, and Pato but they know how their mood can aflect the rest of the band.
As Pato mentioned, it does not make any sensc to become negative about something
that can nol be changed. "We just have to find a way 1o stay in a positive mood which

Tilo feels that:

This music is meant to move you physically. Also, you can get lazy if
you don't move when you play. Dancing keeps you into the music and
into the fiesta...If the musicians become lazy then their positive mindset
can come down, which will cause everything else to come down. This
means a loss in enthusiasm, decrease in tempo, and playing out of tune:
an overall breakdown in the performance. (1996a)

Another way Tilo can invile participation within Banda Amistad, which is less

obvious, involves the choice of clothing. The band has three uniforms each of which,

shirt with the band’s logo on the front, a black long sleeve shirt with the band's logo on
the front to be worn with dark pants, and a black suit with colored shirts and ties
(Jacqui usually wears a dress). When Tilo asks that the black suits be worn, as he did
for the Valentine fiesta, he is telling the band that this event "is special, and not just
"an cxtra spectal performance”. As Tilo informed me, wearing the suits means that "the
musicians have to take a little extra time in getting ready [not unlike how the audience
prepares themselves for the fiesta by wearing semi-formal attire] and will place a little
more Importance on the ficsta and, henee, take their performance a little more
scriously” (1996¢). Not only did the band's costuming establish a visual trademark of
their tdentily (that of members in Banda Amistad), but il also, since Tilo wore a grey
suff, allowed the leader to stand oul [rom the rest of the musicians.

When you are a member of the band you take pride in your outfit. It [the

suil] scls us apart from the rest of the people at the fiesta: it shows who
the band fs, and that we are a group who looks and sounds together.



Also, 1 fecl that if you respeet the uniform, then you are respecting the
drummer and you arc respecting the other members in the band. (ibid.)

Therefore, putting on their suits is one ol the musician's first steps in getting into their
role for the fiesta.

The way in which Tilo greets the musicians when he first arrives at the festa
can also have a great impact on how the band will participate that evening. As
members of the band made their way into the hall for the Valentine fiesta, Tilo would
go over and shake their hand and talk to them for a short time to sce it cverything is all
right. Oncc he knew that they were "in a positive mindset” he would go back to his
seat and start putting together the first sct list. Alter getting to know Tilo over the
course of two to four ycars. the band has come to expeet this behaviour from Tilo.
However, some of the band members recounted fiestas where Tilo did not do his "ritual

greeting.”

When Tilo doesn't give us the usual hand shake then we know
somcthing is bothering him. This can make the almospherc on the
stage seem fense and also have a negative impact on participation.
(Roberto 1996)

Musical Participation

What I mean by musical participation, is how Tilo invitcs and sustains the
band’s involvement through the musical sounds he creates. and how he manipulates
them. As seen in the previous scction, the excilement and cnthustasm which he
shows through his playing entices the musicians to participate. In addition {o his
demeanor, Tilo includes musical techniques which cnecourages the band o take part In
the music making of the fiesta.

The first of these is his stcady and solid performance of the rhythms. According
to the musicians in the band, it is important for Tilo to keep a steady (lempo and have a
solid, secure, and confident sound. If he can accomplish this then the band members
can play their parts with the assurance that they will have the support nceded to get

through their performance individually and collectively.

Tilo is such a solid player. You just have to hear him play and you want
to play along...you want to try and play at his level. (John 1996)

Tilo is such a solid player and I never have to worry aboul the rhythm...]

mean I know his part will always be there and I don’t have (o worry
about it. (Spanky 1996)
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By providing confidence and a solid rhythmic base for the band to participate
in. Tilo can maintain his rolc as _jefi: with the assurance that the musicians will follow

him wherever he wants 1o take the music:

As the drummer and their lcader 1 have to keep on top of them...keep
them fellowing me. If I let them lead me then they can drag me down.
The other musicians know about the feel and the sound that is
supposcd to be produced for cach song, but they don't necessarily know
how to achicve il or how lo usc il. This is where they have to trust me. 1
still want them to play for thernsclves, bul al the same time they have to
trust and follow my lead. (1996g)

The way in which Tilo achicves an ideal "leel” and sound is through what the band
calls his "cor - mentary playing style.”

The fact that Tilo is the leader of Banda Amistad. that he is an exccllent
musician, and that he plays an instrument that could quile easily overpower (sonically)
the rest of the band, would make it casy for Tilo to perform in such a way that would
show up the other musicians. IHowevcer, this is not part of Tilo's "trueness” o self and
music. Instead, Tilo chooses to perform in such a way that not only supports the band
musically, but "bhrings oul the best in the musicians.” This begins with what was
described in chapter 2 as Tilo's "hig sound.”

By combining a drum set with timbales, ‘tilo can create rhythms which are
morc complex than the standard timbale parts thereby making his sound denser or
"bigger”, and more textured. "Il is this bigger sound which reaches oul to the
musicians and draws them in to participate with Tilo" (Pato 1996). The way in which
this "big sound" invitles the musicians to participatc was explained by John at the
beginning of this seclion: "you just sce and hear the way he plays and you want to take
parl in his level of playing.” The performance of the instrumental ballad Ropa at the
Valentine fiesta offers a good example of how Tilo used his abilily to make a "big
sound" to build intensity in the song. 1t also shows how he supported the musicians,
and "brought out the best" in Marco who played the melody on his guitar.

When the song began. Tilo staried playing a simple pattern on the hi-hat, snare
drum and bass drum. As the song progressed, and to help build the intensity. Tilo
swilched from the hi-hat io the ride cymbal which sustained his sound.? He also
added more drum filis through the use of the toms and timbales. This resulted in his

"big sound" which Marco followed and participated in:

9 ‘e characteristic sound of hi-hats are sharp and crisp due to the foot mechanism which cinches the two

circumference and rests on a stand where it can resonalte freely until stopped by the drummer’s hand.
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He plays the song according to the mood of the licsta. He goes with the
flow and I trust his judgment. Tilo is the kind of playcr who can give
you a really clear message through his playing. When we played Ropa
we really go into it. The busicr he got on the drums [playing morc
intensely and more notes], the more intense we would get, making the
sound intense as well. (Marco 1996)

The combination of drum set and timbales also provides Tilo with a greater
variety in timbres from which to choose and use to complement the playing of the other
musicians. An example of this occurred at the Valentine fiesta during the performance
of Una Nunca Sabe. In the middle of the song there was a big shout chorus for the
horns. In the original version of the song this 16 bar scction is played only once.
However, when Banda Amistad performed it, they repeated the chorus twice. The first
time through, the horns play their parts simply and unembcllished. To accompany
this, Tilo plays on the shell of the timbales (cascara style) which produces a simple and
crisp sound that supports the melodic linc. During the repeat of the chorus the homs
embellished their parts with scoops, turns and falls. To complecment this change, Tilo
switched to his full set of drums. For the first part of the repeat he played on the
timbales which matched the higher pitch of the trumpet. Later, to complement the
trombone, he played a similar pattern on the toms. Finally, (o accentuate the entire
section when the horns did their shots, he played the same shot paticrn on the toms,
crash cymbals, and bass drum simultaneously.

Another way in which Tilo keeps musical participation happening is by giving
the opportunity for the musicians to solo. This is the one place in the music where
anything can happen. On a certain level, the band members keep playing just Lo sce
whom Tilo will choose to take a solo for a parlicular song, and how good thal solo will
sound. On another level, solos offer the musicians a more personal and individualistic

way to take part in the music.

During solos the musicians are learning many things, most importantly
they are developing self confidence in themsclves and in playing this
style of music. I try to keep the solos as open-ended as possible so that,
the musician can explore their musical capabilitics. I'm also lrying lo
find out what they have inside them so that I can bring it out for them to
see. It also teaches me what I can musically usc from them to keep the
music making happening. (Paiz 1996{)

Without exception, Tilo allowed complete freedom in the solos during the flesta

performance. Just as he did during all of the songs, Tilo accentuated the soloist,

74



through his playing. The only difference here was that he allowed the soloist to lead
while Tilo listened and picked up on musical ideas which were generated by the
musician.

I'don't want the band lo be mindless lollowers of my playing. 1 see

mysclf as a cushion from which they can bounce ideas off of. It becomes

a conversation where every musical commeni receives a response. (Paiz
1995h)

The comparison of musical performance and conversation is, although far from
original, very appropriate. A conversation cnlails more than what any one person
means Lo say at any one moment in it. Conversations take shape in time, while they
arc occurring: they are cnacted in the same moment that actors decide what to say.
The course of the conversations ecmerges, with one stalement depending on the others.
The next statement is elicited by the present one in such a way that it will be related to
it, but there is a cerlain openness wherein one cannot predict accurately just what the
next sltatement will be.

However. there were some instances when Tilo felt it was necessary to instigate
and take control of the conversation. This occurred when he chose to perform Ran Kan
Kan al the beginning of the second sel. Spanky informed me that in certain situations

he will choose a song like this if the band has not been playing well:

When things aren’t coming together during a performance Tilo might
take more solos, which he did with this song, to put more attention on
himself and less on Lthe misiakes of the band. He has more confidence
in his own performance ability than in the band's. By playing a song
like Ran Kan Kan, Tilo can erase mistakes made in the ficsta from the
musicians' minds and get things going again through his performance.
(Spanky 1996)

Erasing mistakes was not the purpose of playing Ran Kan Kan for the Valentine
ficsta. He chose it "because I had a lot of energy to get out, and I knew that song
would get the band into a participating mode." Tilo's strategy seemed to have worked

based on the "bowing" response he received from the band members when the song

had finished (see page 32 for description).
Chmsing to r;lay the righl. song al the ﬁght time, is yet another way in which

HKan Kan, the appropriale song can encourage or initiate the musicians to follow their

leader. Therefore, Tilo places a lot of importance on the songs he chooses for the fiesta.



Before each set of the Valentinc fiesta, Tilo wrote down a number of songs which he felt
would be appropriate to perform. They were not written in any particular order since
This is a task in which Tilo feels he must take the band into consideration as well as
the audience.

For example, the reason why Tilo chose (o begin the first sct with a salsa was

people like to dance to salsa). Il was chosen because il was a song that the band knew

how to play well, and would help them warm up.

Let's say we just trashed a song. Quile often, in order o get things
going, Tilo will choose to perform a song that the band knows how to
play well in order to build up the confidence in the band. (John 1996)

Additionally, throughout the night. Tilo tries {o play songs that he knows are

out by the musicians during the breaks between cach number; these include Artista
Famoso, Juana la Cubana, Fiesla, Cumbia Folklorica, and Sccre’ ~fa. e usually

Places these songs at the end of a sct. Tilo's rcason for this is that:

I have already taken the audience into consideration [during the first
part of the set] in my song selection. By the end of the set. they [the
audience] are already into the ficsta so [ can choose some salsa that the
band prefers to play without having (o worry too much about losing
participation from the audience. (1996)

When performing even the band's favorite songs, Tilo must play them in such a
way so as 1o sustain interest from the very beginning until the end. He says that he
needs to keep the songs "fresh and alive, just as if they were being performed for the
first time." As I mentioned earlier, one way in which he accomplishes this is to choosce
different soloists cach time they perform the song. The way in which Tilo partlicipales
with the music can also t¢ used to sustain participation with the band members. As
outlined in chapter 2, these techniques include an increase in tempo. the usc of
dynamics or timbral density. alternating between simple and complex rhythms. As |
mentioned in both this, and the previous chapler, Tilo performs these with cmphatic
body movements, thereby demonstrating his enthusiasm. Coker calls this
physical/musical interaction "performatives”. They are the link hetween hody

processes and musical gestures (Coker 1972). These gestures become part of Tilo's



"motor/musical grammar” (Middleion 1990:243)!%. The musicians identify with his
motor/musical cues, and pariicipate in the gestural patterns, either vicariously, or

physically. through their own performance.

he altempts Lo conlinue the musicians’ interest into the next piece. As he explained to
me, "I like to keep that feeling going by building off it and carrying it over into the next

song". However, if too much time is taken in between 1wo songs, then the flow can be

smoother, but to allow them 1o heller participate with the music and each other.

When you have (o read the music, you lose out on enjoying the music
itself. You tcnd to focus more on reading the notes than on the feeling
of the band and the audience. Also you can move your body; you can
express yoursell more if you don't have 1o read the music...it doesn't
sound mechanical. Here, in Canada, it is very common to read music.
It is like when I play with the jazz band; they have the music in front of
Lhem cven though they alrcady know the music. It becomes a security

blankct. They become a slave to the paper and this is not good. They

like when we say "lets plays this song” they have to go and find the
music and gel it ready...il they play the song without the music then
when we go "let's play..." they can go "OK!" and really enjoy the music.”
(Paiz 19961)

This statement, as well as similar ones made by the musicians, is not specific to Banda
the necessily Lo internalize the music (through memorization) in order to fully partake
in its performance.

Nonetheless, the band docs not know the songs by heart, therefore, Tilo must
be able to deal with this situation. Whenever the break between songs became too long
during the Valentine fiesta, Tilo would begin playing a percussion intro which would
the rest of the band to put their music in order.

It should be obvious by now that the interaction and participation between Tilo

and the band is complex and multifarious. It is for this reason why Tilo and the rest of

10 ‘The terms "performatives” and "motor/musical grammar” relates to the performance aspects of music as
used by music scholars, and should not be applied as they would within the study of linguistics.
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Once you use sequencers, then you have no choice but to follow the
machine. It becomes impossiblc to do any of the things I've talked about

earlier concerning parlicipation. You don't get any ‘responsc’ from a
sequencer, and you can't adapt it to the feeling of the moment without
having to get up and reprogram it. (Paiz 1995h)

Tilo places a lot of importance on the participation he ereates with the different

his playing, his performance with thc musicians is much more intimate and sincere.

Even if I'm being truc to the audience. most of them don't even know it.
Within the band, there is a strong relationship which we build on and
makes us want to participate with cach other. I know when they are
giving me their best, just like they know when I'm doing the same. (Paiz
1996h)

Conclusion

According to Ingrid Monson, the ability to anticipatc and participate is the
product of "the history of interaction between players, their cumulative musical
knowledge of the repertory and transformative devices, their technical skill, their
recognition of familiar passages and aesthelics in performance, and their ability to
actively deploy sound to affect each othcr's musical behavior” (1995:88). Playing
between the musicians themselves, has allowed them to accom plish what Monson has
outlined. Through my interviews and performances with Tilo and the band, it has
become apparent that a "joining" or acoplados is the ultimatce goal of the ficsta, and
that one of the primary ways in which an individual can take part in this "oncness” is
to arrive with, or attempt to change into, a positive mindset. By Tilo's definition, fa
unirdemands interaction, and it is this social activity which everyone looks lforward to.
Of course, on a ceriain level the musicians want (o play the music well, but for them,
this is part of estuvo buena la fiesta (when the party comes togethen); "playing
‘properly’ means that the other band members will want (o keep the participation
going” (Roberto 1996). Therefore, as far as the band is concerned, they view the fiesta
not so much as an opportunity to perform Latin-American popular music, but as a
context in which to perform with each other. In other words, the music becomes the

tool or vehicle for the band to join with one another.

Camaraderie in the band gets cveryone in the band going. We get
hyper when we play with cach other, and that makes everything
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the most important thing. You could have a stage full of great
musicians, but that docsn’t mean you arc going 1o have a great
time; Lthe social thing has to be there first. (John 1996)

I guess the main thing is that we are having a good time. We can siill
play poorly. but il we arc having a good time then things will be all right.
{Roberto 1996)

The social level is more imporiant than the musical. The musical level is
expecied to be there. The only thing is that you should want to play.
(Troy 1998)

These stalements relate to Berliner's lindings with jazz musicians. e siates
that music is rcally aboul the relationships between all the players. When the
rclationship is "happening”, you don't hear piano, bass, and drums; you hear the total
communication of individuals. "Within their heightencd state of empathy. the band

members not only respond supportively to their cohorts, they also stimulate one

"once you expericnce this kind of enfiestarse, you keep going back hoping that you'll
leel 1L again” (Roberlo 1996) or as Tilo informed me, "it [what Berliner calls ‘a
heightened state of empathy’] is something you get a taste for and you develop a
hunger for it. This is why I want the band members to, how 1 say 'locamos con ganas'
(to play with an appelite or desire)" (1996g). Berliner provides further insight on this

"performance hunger™:

assisl one another in entering an incomparably intense realm of human
cxpericnee where thrive diverse overlapping domains of sensitivity and
knowledge: intellectual and "inluitive”; agsthetic and emotional;
physical, sensual and spiritual; privaie and communal. Once touched
by such experiences, the musicians rctain them uniled as their principal
goal, the standard for all performances. (Berliner 1994:394)

As 1 have already mentioned, Tilo knows and expects that the band will play the
music at a competent level. Whal is most important for Tilo is that he creates an
cnvironment in which th: .ausicians will enjoy performing with one another; that will
encourage and sustain participation. As we have seen, he achieves this on three
diffcrent levels: 1) the psychological (pulting the band in a positive mindset), 2) his
physical contact with the band, and 3) through the musical sounds which he
produces. When all three levels come together in Banda Amistad's performance, then

this is when Tilo calls their actions a/finacion (a finely tuned band). Over the course of
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time, these three factors have beeome second nature to himself and the band. Mlo's
cueing, the stage set up. staying positive, the sound check. cte. are all automatic
assumptions and given little thoughi. However, there is one practice which Tilo carries
out each fiesta to create participation which the band can never predict; his
construction of the set lists.

If music is the product of inlcraction between people, then, by choosing and
interaction can take place. As slated in the previous scetion, when Tilo creales a set
list, the songs are not arranged in any particular order. Between cach sct, he wriles
down a number of songs which he fecls will be appropriate lor the iesta. From this list
he tries to choose "the right song at the right time." If Tilo chooscs a song that the
band enjoys, and places it al an appropriate place in the fiesta, he can then sustain
participation within the band indefinilcly. For the Valentine ficsta this meant salsas at
the end of each set.

Of course, the members of Banda Amistad are professional cnough to perform

well no matter what songs are chosen to be played. However Tilo needs to take the

eleven musicians in Banda Amistad, there are always songs chosen which are not
enjoyed by everyone. However, none of the hand members view the ficsta within the
composes only a small part of the enlirc event. However, if Tilo were 1o choose 3 or 4

consecutive songs which were not enjoyed by a number of the musicians, then they

This isn't good for fiesta since enficstarse involves cveryone, band included” (Roberto
1996).
Musical interaction is going to happen regardless which song is being played.

However, performing songs which the band ¢njoys is conducive to the kind of

If there are one or two musicians who are nol in a positive mood then it
is up to the rest of the band to try and get thosc onc or two back into the
fiesta. That is why it is important for me to lead by cxample. If that
musician looks around and sees that the rest of us arc having a good
time, then he will get into the fiesta and join us. ;
Everyone has a responsibility to do their best.  Everyone must
play together; they can't be fighting (personally or musically) with one
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another. The band must be able to enjoy what they are doing on an
individual level if they are going to want to participate with mc and the
others. It is more than just piaying music. It is a mental and physical,
as wcll as a musical, ‘tuning in’. (Paiz 1996b)

Obviously inviting participation is a littlc more complex than Tilo choosing
specific songs. I have already mentioned the numerous physical and musical
techniques which Tilo uses to sustain the interest and interaction between himself and
the band. The musicians also usc these techniques to create a positive atmosphere
amongst themsclves. Additionally, the audience plays a large role in how well the band
will participate with cach other.

If acoplados is Tilo's goal for the band in a fiesta, and he defines this as social
intcraction within a positive mindset (in which the band members place more
emphasis on performing with one another and less on the music), then his task is a
difficult one. Acoplados involves much more than just himself and the band. There is
the intcraction between the band members themselves. Everything that happens
between Tilo and the band can just as easily occur within the homn section, the bass
player and keybordist, the singers, clc., but the locus of this thesis is on Tilo's role as
the "fiesta _jefe'.

I am not suggesting that Tilo controls how the musicians relate to one another.

. However, someone needs 1o keep the ensemble together so that each person's actions

can come logether in a éomplemcntary way. As Spanky describes:

We come 1o the gig knowing what to expect so he [Tilo] doesn't have to
do too much. We know what hc has to do as much as what we have to
do. 1's when we all do it at the same time that things will go well; this is
what Tilo has to try and bring logether. (1996)

Not unlike Regula Qureshi's description of the Qawwali singer, Tilo needs a
competent and well worked-out performing cnsemble to convey his musical choices
successlully during the ficsta. "The basis for such an ensemble is strong leadership
and compliance on the part of the musicians. Of course, the band members share the
same basic musical and contextual knowledge, but he alone is required to
operationalize it in terms of strategy” (1995:140). Choosing the appropriate song
during a sct plays a large part in Tilo's strategy of inviting participation in the fiesta.
With this accomplished, he can then move on to the third and final domain of
interaction: that with the audience.
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Chapler 4
Tilo and the Audicnce

The purpose of this chapter is to illustrale the acoplados between Tilo and the
audience. Of course, the nature of this inicraction does not exist solely between Tilo
and the 200 dancers in front of him. As I stated in the introduction, the ficsta Process

He

is marked by a total "joining" of all participants. Explaining how the three domains
(the musie, band, and audiencc) come together and relale to the ficsta process will be
the function of the fifth and final chapter. However, before this explanation, it is
necessary to outline the nature of Tilo's involvement with thosc he is performing for.
This entails the audience’s positive mindset. Tilo's connection with the audience.
knowing how to choose the right song, dealing with "dcacd spacc”, the hicarchy of a
fiesta performance, crossing boundarics, and the audicnee's physiological and
psychological response to the music.

The Audience's Positive Mindsel

According to Tilo, "joining" with the audience during a licsta is somewhat morc
difficult for him to accomplish than "joining"” with Banda Amistad, especially when it
comprises the establishing of a posilive mindset. Tilo's involvement with the
musicians is much more direct and personal. He knows them on an individual basls
and relates to them as such. Furthermore, there is a pmﬁ:ssmnal rc:]aut,mship in

positive mindset is "part of the job" Whﬁﬁ going to perform al a licslail On the other

hand, the audience pays/hxres Tilo Paiz ¥y sus Banda Amistad to pul them inlo a

people came to the Valentine fiesta i]lusl,ra les thal the audience was at Icast open Lo
the idea, if not eager for enfiestarsd?

The presence of a pusitive mindsct within the audience is for Tilo, just as
important as having a "positive” band. "Nothing is worse,” Tilo explains, "than a
negative audience who expects me to do all the work in getting the ficsta going. Flesla

Jjust can’t happen under such conditions" (1996¢). However, comments macde by

1 Although the band members agreed with this statement, they felt that being in a positive frame of mind is
something they would want and have to do regardless. il they wish to have & good tiine at the fiests,

On the same night of the Valentine fiesta there was an olher fiesta being held In the ¢ dty. There were three
local bands performing at this event to an audicnce of approximately 500 people. ‘Those who chose Lo atlend
the fiesta at Hellenic Hall (approximately 200 people) demonstrated their loyally Lo Tilo Paiz y sus Banda
Amistad and their willingness to enflestarse with him. Of course, It also ilustrates their patronage Lo the

church by supporting the mortgage fund for Nuesira Serlora de Guadalups:,

82



audicnce members such as "for the price [ paid to get in here, I expect to have a good
time” and that "it's up to the band to make surc we have a geod time"3, suggest that it
is Tilo's responsibility to ensure enficstarse, or at least that he should initiate the fiesta
process so that the "partying” can begin. Not cveryonce I spoke to from Ja comunidad
Latina agreed with the two previous statements. What the majority did agree to,
however, was that whether or not Tilo was responsible for initiating the fiesta process,
all participants must praclice enflestarse logether once it was underway. This in turn,
will sustain the flesta process and make the cvent "happen”.

By Tilo's definition, and others, a fiesla which is cachimbona is the result of
shared inleractions between all participants and not simply the reactions of the
audicncce to the band. Bascd on this and further conversations with Tilo, it seems as
though an individual who is in a posilive mindset is someone who interacts as opposed
lo reacts. As outlined in the two previous chapters, fiesta interaction requires that
participants suspend the contflicts containced in daily social life during the occasion so
that the "positive” ambientc needed for Ja union can emerge. Therefore, it is in Tilo's
best interest for the audicnce to be in a positive mindset since the greater the number
ol'such pcople, the casicr it becomes for him to attain a "joining".

As mentioned above, what Tilo considers necessary for a positive mindset for
the audicnce is somewhat different, and less intricate than what is required for Banda
Amistad’s "mental slate”. Quite simply, all Tilo expects of the audience is that they are
open and willing lo enflestarse with the band and one another. The reason for such a
simplc request is that the audience is influenced by other factors at the fiesta besides
that of his musical performance. Some of these include alcohol, food, the dancing and
general socializing with [riends and family. Tilo utilizes these clements along with his
performance to begin the ficsta process. Additionally, since Tilo has been performing
at fiestas in Edmonton for over 6 ycars, he has developed a relationship with a number
of different audicnees and the comunidad Latina in general. His relationship with each
group ol individuals will of coursc have a direct influence on the kind of interaction he

receives from them.

The Valentine Audience
The majority. if not all, of those who attended the Valentine fiesta had heard

Mo Paiz y sus Banda Amistad perform on prior occasions, and although the greater

number of thosc in atiendance were members of Nuestra Seriora de Guadalupe's

3 These comments were made by two different groups of young men (both from /a comunidad Latina and in
their late twenties) and on two separate occasions.
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congregation, not everyonc knew cach other at the fiesta. However, everyone was an

"intimate” of the band. and hence. was connccied in at least one way. This is

music, but the very group around them.

The audience present at the Valentine fiesta has come to expeet a certain level

important for Tilo to reestablish his rclationship with Nuestra Serora de: Guaclalux.
The reason was that for the previous ficsta, a number of people from the Comunidacd
who attended that event, the ficsla was considered unsuccessful because few peeple
attended. Therelore. as Tilo explains, "this was a chance for me to recstablish myscell. 1
in an audience, and, more imporlantly, arc able o creale a successful flesta” (1996d).

How the audience actually participates with the band is of course no su rprisc:
everyonc on the dance floor for as long as possible, " fodos caminando junios' (cveryone
walking [enflestarse] together). Or as John Blacking stales, "to involve people in
shared experiences within the framework of their cultural expericnee” (1973:48).
himself can begin "joining"” with the audicnce.

In other ethnographies of contemporary performances, authors have viewed the
entrance to a performance evenl as "a transitional arca...between the workd of the
everyday and the space in which the central business of the event is (o take place”
(Small 1987:8). This transitional arca for the Valentine fiesta was at the entrance of
Hellenic Hall where individuals could purchasc their tickets. The acquisition ol a
ticket is a symbolic transaction which "cnsures that only thosc entitled to atiend do so,
and the passing of money is the symbol of this entitlement” (ibid.). However, the
exchange of currency is nol meant to take on a "mercenary air”. The purchasing of
tickets, food, and drinks are all done in an effort o support the ficsta; "moncy is
transformed into the suslenance of the community” (Keil and Keil 1992:110). In the
case of this fiesta, it was to help pay for a church's morigage.

Once the audience is in the hall, Tilo allows them o (re)establish a rclationship.
According to Tilo this is an important part of the ficsta. It is during this time that the

fiesta amb/ente begins to develop.
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Just because they walk into Hellenic [1all doesn't mean that 'the fiesta’
is going to be there, especially at the beginning of the night. They need
time to adjust from the 'outside’ and get into the 'inside’ where the Gesta
exists, 1 takes time to transform and fill this empty hall with the
almosphere ol ficsta. (Paiz 1996¢)

By allowing the audience 1o lalk to onc another, reestablish relationships, and
make new ones, the participanis beecome relaxed and excited about the evening. They
arc happy to be with old and new (riends, some of whom they have not seen since the
Tito Pucnte which helped sct the musical tone lor the evening. His reason for this was,
"I try to choosc music that will get them into a dancing mood, yetl won't disturb their
conversation with onc another” {19964¢).

Also accompanying their conversations was the consumption of food and
alcohol. Drawing on John Blacking's stalement, devices such as alcohol do not induce
a ccrtain state so much as help to suppress the cultural rules that have inhibited their
nalural cxpression to fiesta (1977:7).

IFinally, Tilo rclics on the organizers 1o make sure that the audicnce is able to
get into the proper mindset. The status ol the organizers play a very important role in
the succeess of the event. Who these individuals are, and what they are promoting, will
determine whether or not people will come out and support them.4 La Comunidad
Catolica dc habla Hispana has a good repulation for organizing a cachimbona fiesta.

This, in addition to the purposc of the cvent and the [act that Tilo Paiz y sus Banda

menial tasks such as making surc that there are enough tables and chairs for everyone
(and that. they arc arranged in such a way as (o provide easy access to the dance floor),
that alcohol and tood will be scrved, as well as having the hall decorated, and even
lighting (sce chapler 1) can help prepare the audience for enfiestarse. As Roberto
DeMatta writes in his description of Brazilian Camivals, "carnival requires its own
particular space. Even more closcd spaces must be produced or transformed”
(1991:81). Therelore, when a space such as Hellenic Hall is already well defined (i.e. a
Greek communily cenler), it has to be turned into a new and different area designed

exclusively for fiesta.

A Mestas which are held to raise mioney for the band., or a particular individual are rarely, il ever successful.
In order to bring out an audience, the fiesta must be held to raise money for a specific cause other than to
"fust make moncey.”
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Between 8:30 and 9:20 p.m. people continued to arrive at the hall, adding fo the
ever growing crowd in talking. drinking, and "atmosphere development®. Tlo uscd this
time to see what kind of mindsct the audicnee was in. what the ambiente was like.
Based on thc volume of conversation (by 9:20 it had grown to a dull roar). laughter,
physical interaction between individuals, ind the number of people present (there were
approximately 40 peoplc by 9:20) Tilo could tell thai the ficsta process had hegun; it
also helped that some of the audicnee members were approaching Tilo and the
musicians asking when they would start playing. Taking all of this into consideration,
Tilo wrote down a number of songs to be played for the first set. 1t would be from this
list that he would choose which songs would be played and when. Therefore. not
unlike Regula Qureshi's description of a Qawwali's preparation for performance,
"setting factors are relevant to the performer's initial choices of music...in addition, the
initial assessment of thesc factors continucs to inform the perlformer’s musical
strategics throughout the actual performance procedure” (1995:187). In other words,
Tilo’s underslanding of the sctting and participants of the particular occasion is what
makes him capable of selecting approprialc songs [or his performance.

Once a positive atmosphere was established within the audicnce, and the hall
had been "claimed” by those present as a place/space in which to enficstarse, Tilo felt
that it was time to begin his performance.

The audience has had the opportunity to mect and talk with one

another, they've had a few drinks, and now they want to move on to the

next stage of the fiesta, the dancing! Alter all, this is the reason why
they came here in the first place. (1996d)

Connecting with the Audicnce

The nature of the contact between Tilo Paiz y sus Banda Amistad and the
audience is largely dependent on the relationship which exists belween them. As
Roberto recalls, "since there were a lot of the band's friends and family in the audicnce,
the performance atmospherce was rclaxed and fun for cveryone present” (1996).
However, even though there was a air of familiarity al the ficsta, Tilo slill expected o
keep a professional relationship between the two groups. One way in which he keeps
things professional is by having the band wear their uniform. In his study of jazz
musicians, Avron White found that "the band uniform provided a sense of visual unity
which was for the benefit of the audicnee " (1987:215). Thercefore, uniforms make the

musicians distinct from the audience by visually marking who they are and what their
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role is in the fiesta, which is to provide a musical context in which the audience can

musicians need to have the respect of the audience. Tilo explains:

This [gaining respect] becomes difficult to do if the relationship becomes
toc relaxed between the band and the audicnce. That's why [ need to
have a certain amount of professionalism: so that the audience docsn't
take advantage of the band...like expecting us to play all night, jumping
on to the stage. or coming to play the instruments. (1995D)

Tilo Paiz y sus Banda Amistad nced to have their separate roles of the band and
audience established if they are going to encourage participation. Yet at the same
time, Tilo wanis the fiesta to be cqually consiructed and shared by both partics.
Therefore, "the distinction is manipulatced by both performer and audicnee to both
maximize and minimize the separation between them” (Shicld 1980:107). The band's
uniforms offer an innocuous way of accomplishing this dichotomy.

Tilo's direct contact with the audicnce is not ncarly as cxiensive as his
involvement with the band. In fact, the most he did at the Valentine ficsta was (o
welcome and thank the audience for coming out. Although he played with cnergy,
which, in itself, is exciting to watch, it was diflicult for the audicnee to sce Tilo up on
stage, sitting behind his drum sct. Theretore, Tilo must find another way in which to
connect with the audience. He docs this by using the two singers, Roberto and Jacqui,
as his link to the audience.

The role of the singers is an important and multi-purposs onc. First and
foremost they are the voice (both figuratively and literally) of the ensemble; they are
representing Tilo and the band to the audicnce. Additionally, they are representing the
audience to the audience. By yclling oul the names of different countries, familics, and
friends between songs, Jacqui and Roberto are charting a network of individuals with
whom the audience can identify, cach name adding its specific image (o a shared
picture of the ficsta.

Although the audicnce can see the entire band on stage, most of their atiention
is directed towards Jacqui and Roberto. Therefore, it is imperative that they keep in
constant, positive contact with the audicnce. By talking to them, fclling jokes, and
announcing birthdays, the two singers build solidarity with the audience, refleet the

communal bonds that bind individuals and groups, and affirm landmarks within the



group.® Abscnce of these actions would lead to the severing of the link between the
participants and the band.

Jacqui and Roberto's role as link between audience and band is a fitting one
since they embody both methods of fiesta participation in their performance. Not only
do they sing and play percussion instruments (the role of the band; music making).
bul they dance throughout the performance (the role of the audience). In fact, Jacqui
and Roberfo have a dual responsibility: in addition to transmitting the fiesta feel and
message of the band through the performance of the music, the two singers also have
the responsibility to reccive messages [rom the audience (at the Valentine fiesta this
camc in the form of requests for particular songs, which were then passed on to Tilo).

On the wholce, there is little direet interaction occurring between Tilo and the
audience. So how docs he participate with them? If his ultimate goal is to get the
audience dancing, then the more obvious approach would be to do it through music.
Howcever, Tilo's methodology is somewhat more complex. He encourages dancing

through the way he arranges songs over the course of the fiesia.

Choosing the Right Song
An important part of Tilo's role in the fiesta is to know what the audience wants

to hear. In order for Tilo 1o keep the greatest number of people on the dance floor, he
must choosc songs which will continuc to /lamar Ia alencion. But before he can do
this, he must first cvoke such a state. From his years of performing in Edmonton, Tilo
has come to realize that the comunidad Latina has a definite hierarchy of preference
when it comes to the different genres of Latin-American popular music. In descending
order, cumbia is by far the most preferred, followed by merengue, punta, chachachd,
salsa, and ballad.® The Valentine crowd clearly confirmed this popularity list.

As was already pointed oul, 10 minutes prior to each set of the Valentine fiesta,
Tilo wrotc down a number of possiblc songs to be performed for that particular set.
Using his "sentir del momento’ (feel for the moment) Tilo attempts to choose the right
song at the right time. Of all the Latin bands in Edmonton, Tilo is the only leader who
chooses to follow such a procedure: other jefes provide their bands with pre-arranged
set lists for the entire night before they go on stage. Tilo's reason for not structuring
his sct list is that "you never know what the fiesta will call for. I have to live in that

moment and let my experience and feclings tell me what to play when the time comes"

5 For a similar description in Blues music sce Keil (1966).

1t is difficult to place the ballads in terms of popularity. Based on my experience, few people dance to
ballads at fiestas unless they are intimately involved. The fact that few people danced to these slow songs,
could simply be the result of a small number of intimate couples present, or willing, to dance that evening.
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(1996¢). Although members of Banda Amistad are not completely satisticd with Tilo's
insistence on prolonging his song choice until the moment arrives {the why will bk
addressed in the scetion about "dead space”). they do feel that it is warranted since.
compared to "Canadian” audicnces. the comunidad Latina arc quite fastidious when it

comes to a band's choice of repertoire.

A Canadian audience is often more open to whatever kind of songs we
play. In those situations I will usually play more salsa since this is what
the band likes to play. For the Valentine fiesta, | knew the audicnee
wanted a lot of cumbia so the scts were arranged around them. 1 also
played some salsa to keep the band happy. and just to mix things up a
little. (Tilo 1996f)

Canadian audiences gel a little crazier than the Latin audicnce. We can
play almost anything and they [Canadians] will get into the fiesta. (Pato
1996)

When we play for a Canadian audicnce they will take anything so we can
play more of the songs we want. When it is a Latin crowd then we have
to play more of what they want. (Troy 1996)

My own observations of "Canadians” at ficstas and dances confirm the above
statements. During two years of ficldwork I attended 4 dances’ in which Tilo Paizy
sus Banda Amistad was hired to play for "Canadian” audicnees. Such performances
are rare in comparison to ficstas simply duc to the lack of demand by the non-
comunidad Latina. These dances lypically occur twice a year; once in the winter and
again in the summer. Because of the infrequency of such dances, these "Canadians”
revel in the exoticism of Latin-American popular music and their sensuous dances.

During fiestas, "Canadians” (who arc always outnumbered by Jfa comunidad
Latina) often mimic the different dance responses of Ja comunidad Latina, cven (o the
point of which genres to dance to. In somc instances, "Canadians” may be less
inclined to participate in the ficsta for fear of not being able (o dance "properly”.
Dances (as an event), on the other hand, provide a context which allow for uninhibited
dancing. During such events, these participants, unless they have been taught,
otherwise (i.e. through dance lessons or atiending fiestas previously), dance in a
generic hip shaking/gyrating motion regardless of the genre being performed. This is

much different from the comunidad Latina who have a specific dance for cach genre,

7 Dances are not the same as [iestas since they arc typically organized and attended by "Canadians” for other
8

purposes than raising money for the comunidad Latina. Also. sec page 23 for the difference between a fiesta

and a dance.
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and, as one comunidad Latina member told me, "won't dance 1o just anything the band
plays.” Therclore, Tilo’s choice of music, and when he chooses to play it, is of some
importancc.

I mentioned above that Tilo's "feel for the moment” allows him to know which
song 1o play during a ficsta. The way he does this is through what he calls a "mental

tuning in":

When I'm playing, 1 become a dancer in my mind. I place myself in the
audicnce as wcll as on the stage: 1 try {o take part in the fiesta on both
Ievels Jas a musician and dancer]. This way I can decide what is needed
1o keep those around me in the ficsta. {1996a)

Therefore, not only does Tilo rely on his experience as a jefe to help him choose
sons7, he also uses his past cxpericnce as an audience member to help imagine
himsclf amongst the participants. Ey combining these experiences, Tilo can choose a
song which hc feels the audience will best suit the fiesta ambiente. A good example of
this could be scen in the second set of the Valentine fiesta. Tilo had built up the level
ol inlensily in the fiesta until the fourth song which happened to be a punta. This
particular genre is played al a very fast tempo, and requires a lot of physicail energy to

dancc. Tilo explains his experience during this time:

I imagined mysclf in the audience, dancing to the song. Punta is a very
fast dance, and I pictured myself being a little tired after dancing to the
song...so I chose to play a ballad. This would give everyone a chance to
cool off, relax, and then get back into the fiesta. For other songs, 1 feel,
as a dancer, that I want to bring things up more [dance to something
fasler] so this is when I will move to a merengue or punta. (1996¢)

After having the opportunity to perform with Tilo Paiz y sus Banda Amistad, 1
have come to noltice that there are other more practical and functional reasons behind
Tilo's choice of song besides that of his "mental tuning in". Before I deal with the
functions of the different genres, I will outline two of the more practical approaches

behind Tilo's song sclection.

Practical Reasons
When I first began investigating Tilo's ability to choose the appropriate song at

the appropriate time, T assumed that a large part of his influence came from requests

made by the audience. There are two instances in which the audience can make
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requests: wiile the band is playing, and by approaching Tilo during the breaks.

However, as Tilo explained to mec, satisfying requests is ne t always the best thing to do.

Sometimes the audiencc is not experienced enough 1o know what song
is needed to keep the flow of the ficsta going. This is why they have to
trust me. Many times people ask me to play something at the wrong
time. For example, audiecnce members who come (o the ficsta late ask
for a song that was alrcady played previously in the cvening. This s not
fair to others who have already heard us play the song. Also, some
people, if they really like the song, ask mc to play it again, as soon as we
finished it! This might be good for that one person. but it dossn't mean
that the rest of the audicncce is going to want to dance {o a song played
twice in a row. (1996D) (trans.)

Therefore, Tilo finds it is necessary 1o think of the audience in the singular;
especially at the beginning of the evening. He needs to put the majority of the
audience into fiesta before entertaining individual requests. Since a large part of the
audience was well into enfiestarse by the end of the event, Tilo had little trouble in
responding to the request for Cali (a song the band performed ecarlicr in the eve.:Ing) for
their encore number at the Valentine fiesta. The song was played in the first set, and
hence, there were a number of pcople who had not heard it that cvening. Sccond, the
audience was well into the fiesta ambiente. Third, there were a number of Columbians
present at the fiesta that he knew would cnjoy that song for either the lirst or second
time, since the song is named after a large city in Columbia.

Another reason why Tilo is hesitant aboul responding to requests is that it can
lead to disappointment for the audicnce, which in turn will hinder /# unir. For
example, Tilo does not "open the stage” to requests while the band is performing for the
simple reason that the band might not know the songs being requesied. Tilo fecls
much more comfortable when audience members approach him during the breaks.
This way he can control the situation better. Tilo describes an incident which occurred

during the Valentine fiesta:

One gny came up to me asking that we play a particular song that the
band didn't know. I could have just said 'we can't play that one," but.
this might have made him mad or upsect. His negativily could have then
spread to other members of the audience which is the last thing I want.
Instead, since I knew the song he was requesting, I gave him a choice of
four songs that the band knew which was similar sounding (o the song
he was asking for. The songs I gave him to choose from were ones we
were going to play anyways, but this way that individual had a scnse of
control and satisfaction by choosing a song for the evening. A song that
when he hears it being played he can say 'l picked that one.' It might
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not seem like much to you or me, but to him it gives a real sense of
participation. [1996c¢)

Another simple and practical way in which Tilo achieved acoplados between
and with the audicnce through the music at the Valentine ficsta was for him, Jacqui or
Roberto, to announce the birthdays of thase present, and have the band play the song.
In doing so. no oanc's life cycle event is neglected, and those who were singled out get to

¢njoy a certain amount of prestige during the performance of Feliz cumplearios.

The Funetion of the Music

Tilo’s ability to Jlamar Ja alcncién with the audience is not simply a matter of
playing the songs preferred by the audicnce; it depends on how he arranges the songs
within the sets. Further inquiry into Tilo's approach to song selection and placement
soon revealed that next to their acsthetic value, each genre has its own functional use.
As he explains:

It is important to know what to play and when to play it because the

proper placement of songs will make the atmosphere start to rise. It will

rise to the point that whatever song we play the audience will like it.
Also, there might be a song that 1 know the audience enjoys, but if they

arc not in the mood for that song at thai particular moment, then they
worn’t appreciate it because they weren't expecting it and might have
wanlcd Lo dance to something else. One of the dangers here is that the
audience might inierpret the song as being played poorly. But this is
not necessarily the case. They simply weren't enjoying that song at that
particular time. (1996f)

This perspective is not unique to Tilo. Conversations held with D.J.s (Disc Jockeys)
from local dance clubs also alluded o the importance of placing even the most popular
sangs al just the right place in the cvening in order to achieve the maximum reaction
By lcnking at the genres Tilo performed at the Valentine fiesta, one can begin to
draw gencral conclusions concerning his decision making process. Table 4.1 outlines
the order of genres Tilo chose to perform over the course of the three sets. Each
vertical column illustrates one set of the Valentine fiesta. Table 4.2 calculates the
number of genres that were played in each set, with the total for the evening calculated

al the far right.
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Knowing that the majority of the Valentine audicnce preferred cumbia over
other genres made it relatively easy for Tilo to know which kind of songs o focus on for

the event. The total number of cumbias performed that night illustrated in table 4.2

cumbias in the first and second sets, he decided to wait until the last sel where he
added two more cumbias, thereby creating a kind of "genre crescendo” for the fiesia.
Additionally, as table 4.1 illustrates, cumbia provides the only example where two

songs of the same genre were performed consecutively (i.c. in the middle of the second
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set and at the end of the third). Tilo explains why he chose to perform two consecutive

cumbias in the sccond set:

We had just finished playing a ballad. and the dance floor was quite
bare. It was the middle of the scl. so I wanted to pick things up quickly.
I knew playing a cumbia would bring the most amount of people onto
the dance floor [which it did]...1 remember looking out [at the audience]
while we were playing that song and 1 could see that they were really
getting into it. Instcad of disrupting their participation, 1 kept it going
by playing a sccond cumbia. (1596d)

How Tilo Paiz y sus Banda Amistad actually played these two cumbias also
made a difference in Tilo's abilily to /Jainar Ja atencion of the audience and sustain it.
As was explained in chapier 2, the "intensily” of the cumbia must be constantly
renewed in order 1o keep the interest of the dancers and musicians. Tilo views the
temporal process of a song as an undulating line of intensity. What this means is that
as the cumbia was being played. Tilo would raisc and lower the level of intensity
through his style of playing. e began Hacer ¢l amor con oltro (the first Jumbia) with a
lot of intensity by playing with his "big sound” (i.e. combining the cymbals, drum set,
and timbales tngethcr) Afler the introduction of the St:mg Tilo lowered the mterlsdty by
the two p]aymg styles differed in timbral density and dynamics. By altﬁmaﬁng
beiwcen these playing styles throughout the song, Tilo felt that he could "renew the
feel of the song...keep it sounding fresh. I have to keep the song from sounding the
same throughout” (1996¢).

Knowing when to change levels of intensity, as well as the songs, demonstrates
Tilo's awareness of the potential of the music and his personal control of its inherent
power, but more important, "he demonstrates his involvement with the social situation

fn a musical gcsu.m: that plays on the minds and bodies of his fellow perfarmers and

Chemofl's research concerning African drummers:

As the music ecngages people to participate by actively and continuously
integrating the various rhythms, a change at just the appropriate
moment will pace people's exposure to the deeper relationships of the
rhythms, involving an audience for different lengths of time with the
various rhythms which have been judged to fit most properly. In the
control of his changes, the drummer directs the movement of the whole
occasion. People are involved with the rhythms of the scene, and the
drummer, through the depth and care of his aesthetic command,



organizes and focuses the expression of the power of both social and
musical relationships. (Chemofl 1979:113)

As Tilo came to the end of Hacer el amor con otro. he saw that the cumbia was
receiving a large response from the audicnce. Also, he noticed that a number of people
were coming onto the dance floor just as the song was about to end. This latter point
resulted in Tilo having to make a dccision. "I didn't want to end the song just as the
people who were coming on to the dance floor werc getling inte it. Al this point in the
fiesta I had two choices. 1 could have repeated a section in the song andd make it
longer, or I could go into another cumbia” (1996¢).

Obviously he chose to perform a sccond cumbia. However, Tilo did not want to
interrupt the flow that had been created by the music. Instead of culling off the entire
band at the end of the song, he cued me to continuc playing congas while he played a
short percussion interlude. This gave the band the opportunity to put their music in
order for the next song, and kept the flow going for the audicnce by not interrupting
their dancing. To help renew the feel for the second cumbia, Tilo increased Lthe tempo
which helped raisc the intensity of the performance. e also finished the song with a
"big ending” which made it audibly diffcrent from other cumbias. Insicad of fnishing
the song by cutting the band off on the downbeat, he had the musicians susiain the
last chord while he played a flurry of notes on the drum set. His use of the "big
ending” is "to help change the flow from one song to the next. If every song cnded the
same then it would be boring. Also, if a song goes really well then I like to end big to
release all of the energy that was built up during the song” (ibid.).

From the description of thesc cumbia performances we sce that Tilo uses this
genre to bring and keep a large amount of fiesta participants onto the dance floor.
Table 4.3 outlines the functions of the genres performed at the Valentine ficsta along-
side the response typically received from audience members of the comunidad Latina,
I should mention that the following "genre functions” were developed through my own

observations of fiesta events, and were confirmed and/or edited with Tilo's help.
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Tablc 4.3 The function and response of the different genres performed at fiestas

GENRE FUNCTION DANCERS' RESPONSE
Cumbia - to initiate and sistain a - strong response from audience,
"guaranteed” response from the indicated through shouts,
comunidad Lalinz applause, whistling, and increased
- used to bring a large amount of | numbers on the dance floor
pcople onto the danice floor - simple side to side shufile dance
- used to introduce another patlern, characterized by a 1-2-3-
cumbia or genre of a faster tempo | kick motion
(i.c. merengue or piritd) - can dance in either small groups
- cumbias with salsa modulations | fusually no more than 8), oras a
uscd to introduce salsa songs couple -
Merengue | - to initiate and sustain a - response is similar to that of
relatively good response from the | cumbia, however, the audience is
comunidad Lalirig often less "vocal” about it (i.c.
- uscd to bring a large amount of | through shouts and whistles)
pcople onto the dance floor - primarily a couple dance where
- llamar Ia alencion by providing the two bodies remain close Lo each
a faster tempo than the previous other whilr the hips rock side to
song side, except when one partner spins
- the other in front of him or her.
Salsa - to initiatc a relatively good - poor response from audience, few
response from the musicians in on dance floor
Banda Amistad = a couple dance marked by
- lests audicnece's response to complex footwork with occasional
salsa spins
- introduces all genres, hhowever,
ballads rarcly follow salsas or
vice-versa
- provides context for
instrumental solos ) ) .
Punta - to initiate and sustain a strong ~ strong response from audience,
response from the comunids=d indicated through shouts,
Latina applause, whistling, and increased
- used to bring out the maximum | numbers on the dance floor
number of pecople onto the dance | - vigorous hip shaking dance
floor - primarily danced in small groups,
- to bring the ficsta or sel o a however some couples dance in a
climax ] “mercngue couple style”
Chachachd | - to sustain a response from the | - mediocre response from the
comunidad Latina audience
- used to mairntain numbers on - can dance one of two ways:
the dance floor 1) cumbia style
- test audicence's response to salsa | 2) salsa style
- provides context for
instrumental solos _ . B
Ballad - offers a physical rest for the - poor response from audience, the
dancers by slowing the tempo of least danced to
the music drastically - strictly a couple dance where two
people hold each other closely and
turn together in a circular motion
by rocking side to side
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After looking at table 4.2 and 4.3 | am surc that many readers are curious
about the relationship between the usc of salsa and the achicvement of the ficsta

process. Throughout this thesis 1 have repeatedly stated that salsa receives a poor

response from the audience when performed at fiestas. Yet, according to table 4.2, Tilo
genre (merengud) and more so than punia. Docs he not threaten the attainment of

"the joining” by performing salsa? Allcr attending 12 Gcstas, and secing the majority of

these events result in enfiesfarse, 1 would have 1o say no. The reason is that it Tilo can

audience will be minimal. As an aside, one might make the assumption, based on
what was writlen in the previous chaplers, that when salsa is being performed,
everyone sits down in their seats in disdain;: this is simply not the case. There are a
few members of the comunidad Latina who do enjoy dancing lo salsa and request
them.

At the start of this thesis, 1 mentioned that a fiesta includes the involvement of
all participants; audience and musicians. Because the band, including their jef,
particularly enjoy performing sa/sa. Tilo inscris a number of ihem. 1 should state that
choosing a salsa to begin the Valentine ficsta was atypical lor Tilo. 1is explanation for
this was, "I could tell that crowd was in the mood to enfiestarse, so 1didn't feel any

ressure in having to get them going right from the start” (1996¢). Choosing to perform

o

a salsa, as was explained to me, was twolold. First, Tilo wantcd to "jump start” the
band by choosing a song they liked and were comfortable playing. This follows Tilo's
petformance ideology as seen in chapler 3 - getling the band to respecta fa misica

(literally "respect the music”, or what he refers (o as "playing for yourself first”) and in a

positive mindset before the audience. Second, he was testing the audicnee's reeeplivily
to the performance of salsa. The fact that only onc couple came on to the dance floor®
confirmed Tilo's suspicions that he would have to focus the scis around cumbias.

As stated in chapter 1, the general reason why salsa recelves such a poor
response {rom the audicnce is that they find it difficult to dance to. This is a
significant reason because it states that the audience docs nol feel they know how Lo
participate properly to that particular genre. Rather than attempting (o dance to salsa

(and perhaps embarrass themselves), the audicnce would rather not participate al. all.?

8 As described In chapter 1, later performances of other salsas produced a stmilar elfect; fewer people on the
dance floor,

9 Interestingly, "Canadians” do not make any distinctions between different genres of Latn-Amerlesn popular
music. This is largely due o their lack of knowledge and ability to differentiate between the genres. Despite
this, [ have noticed that danc«: floors tend to increase In "Canadian” population during merengues, regardless
whether they know the “proper” dance or not.
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However, if Tilo can Hlamar Ja alencion of the audience, and get them to enflestarse
through the performance of other genres (i.c. cumbia, merengue, and punta), then they
will be more tolerant and responsive o the performance of sa/sa. For the Valentine
fliesta, Tilo chosce to perform salsa it the end of the first two sets. By this time the
audicnee was already well inlo enffestarse. Therefore, they were less hesitant to dance
to the genre than they were at the beginning of the sets.

If Tilo chooses to perform salsa as oflen as merengue to satisfy the needs of the
band. then why is the number of punfas (a genre enjoyed by both band and audience)
so small (sce table 4.2)7 1t turns out that where Tilo places puntas plays a big role in
the way he structures the scts, and the ficsta itsclf. Although cumbias were the most
favoured genre by the Valentine audicnce, Tiio used and saved puntas to bring the set
lo a climax (notice in table 4.2 thal there is only one punta per set). Since punias have
the quickest tempo in all the genres performed at the fiesta, and it involves vigorous
dancing from the audience, Tilo finds that this genre "brings out maximum
participation from the audience.” As can be seen in table 4.1, he preceded each punta
with a cumbia. According to Tilo this was o help amplify the intensity of the punta,

duc to the faster lempo. Additionally, "by placing a cumbia just before [the punta} 1

The final function of the music during fiesta pertains to the flow of one song
inlo the next. In other words, the funciion of a song is to introduce the next one.
There are two methods in which this can be accomplished. The first one pertains to
the use of tempo. In order o build the level of inlensity during a set, Tilo will follow
onc song with a fasicr one, especially when he chooses two songs of the same genre.
Thercefore, a cumbia could lead into a merengue, or a chachachd might precede a
cumbla. Mowcever, salsas and chachachds seldom introduce each other since they both
rceeive a less than "ideal” response from the audience. To play both genres

Another example of "song introduction”, and a more effective way of introducing
salsa, occurred during the Valentine ficsta between the last two songs of the first set.
Nlo knew that he wanted to end with a salsa (as I have already explained, he chooses
songs that the band likes to play at the end of sets). Therefore, as he sometimes doces,
he picked a cumbia that contained sa/sa modulations. Salsa modulations are sections
within the cumbia which change into a salsa rhythm. According to Tilo, "these help
preparce the audience physically [through dancing] and mentally [by hearing the salsa

scctons] for the next song” (1996¢). In general, Tilo's song selection allows him to
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control the flow of one genre into the next so as to fluctuate the level of intensity within

the flow of the fiesta process.

Dead Space
Ironically. the basis of Tilo's strategy for keeping the audicnee on the dance

floor (choosing the most appropriatc song for that point in time) can sometimes create
a situation which hinders acoplados. Since Tilo docs not know what song he will
choose until the moment arises. he cannot give the band a structured set list which
would allow them to put their music in order belore they hegin playing. Theretore,
when a sag ends there is a certain amount of “dead space”10 which both the band
and audience must endure while Tilo decides which picee skould be playcd next. What
happens during this "dead spacc” can greatly influcnee the audience's response for the
following song.

The main effect "dead spacc™ can have is to interrupt the flow of the ficsta. As
long as there is music being performed, then there is interaction between the band, the
audience and the two groups themsclves. Everyonc is leeding of the other's energy,
and enjoying the fiesta, creating communitas. Once the music stops, both groups of
participants fall back into their prescriplive roles, thercby disconiinuing the
communitas. This is why it is important lor Roberto and Jacqui to speak to the
audience in between songs. The singers nced to keep the connection between the band
and audience from being severed. They accomplish this by making the audicnce feel
like they are a part of what is happcning on stage. If Roberto or Jacqui fail in this task,
then the audience becomes disinterested and leaves the dance floor. Such an instance
occurred at the Valentine fiesta. 7

During the first set, therc was 2 lack of communication between the singers and
the audience (meaning Roberto and Jacqui were not talking to the audicnce) at the end
of the second merengue which made it difficult to keep the crowd on the dance loor.
At the end of the song, the dancers and band members all turned to Tilo and waited (o
see what was going to happen next. By the time Tilo decided on the next song, and the
musicians had their music in order, approximaicly twenty scconds had passed and
many had left the dance floor. Although twenty scconds may sound like a short,
amount of time, it was more than enough to raise the audicnce's consclousness about
where they were and what they were doing. Many audience members cxplained that

they become "lost” or "caught up in the dancing/fiesta” and do not pay closc atientfon

10 vpeaq space” is a term used by the musicians in Banda Amistad to refer to the tme between songs where
there is little interaction occurring between fiesta participants.
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to their surroundings; individuals "disengage themselves from the experience while it
is being experienced” (Kapferer 1986:198). During the performance of music, the
audicnce knows what their roic is and how they should fulfill it. Once a song ends,
they realize that they are standing in front of the band and those sitting at the tables.
As onc audience member lold me, "withoul the music you begin to feel somewhat
uncomfortable by not knowing whal o do with your body.” The longer the amount of
"dead spacce”, the more uncomforiable or disinterested participants become, which,

ultimately resulls in their lcaving of the dance floor.

The Hicrarchy of a Fiesta Performance
Just as the comunidad Latina have an ordered preference for different genres of

performance of'a fiesta. Conversations with a number of ficsta participants resulted in
the following hicrarchy of performance: genres, specific songs, and the level of a "good”
performance.  Although not part of the hierarchy, members of the comunidad Latina
aulomatically assume that the above three items will be performed by a live band and

not through a sltereo system (i.c. recordings).

Genres and Specific Songs

By now you may have noticed that I have concentrated more on the genres
rather than individual or specific songs Tilo chose to play at the Valentine fiesta. The
rcason is that Tilo feels, and many audience members agree, that the important thing
is for the band to perform the genre most preferred by the audience, regardless of
which song it is. "I would rather dance to 10 bad cumbias than one "perfectly’ executed
salsa,” stales one ficsta participant. In fact, a number of audience members informed
me that "it doesn't even matter if they play the song badly, as long as it is what we
wanL." Even Tilo supported this statement: "it is more important for the band to play a
genre the audience likes, even if we can't play it very well” (1996g).

The reason why there is such emphasis placed on the genres performed is that
ficstas oflcr one of the few opportunities for the comunidad Latina to dance with one
another. From my conv rsations. very few audience members said that they would
dance 1o recordings of cumbias and merengues at their homss. Therefore, any chance
they receive to dance to Latin-American popular music is always taken advantage of.

Additionally, and quitc simply, if the audience can dance to some of their
a number of the audience’s favourite songs, allowed them to fulfill the second level of
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that much easier.

The Level of a "Good” Performance

While attending some fiestas during my ficldwork, 1 became interested in how
an audience could enfiestarse with what 1 thought of at the time as a poor or mediocre
musical performance.l! Isoon discovered that this tolerance for a "mediocre
performance” had a lot to do with the way people listen to music as it is being
performed in a live(ly) context.

According to many of the participants at the Valentine ficsta (band members
included), they become so involved in the ficsta that "we don'l cven notice mistakes
Imusical or technical] made by the band." Additionally. many audicnce members

differentiate going to a bar and dancing (o recorded music from dancing at a fiesta;

successful fiesta. Interestingly, many of the audicnee members felt that "how well a
band had to perform depended on how many people were present at the ficsta.” In
other words, the level of performance is placed on a continuum in an oppositional
relationship to the number of people in the audience (sce ligure 4.1); "the more people
there are, the less the band has to play well” (Valentine liesia participant). By
extension, "if there is a large crowd then we can gel cach other going...you know,
participate. When there isn'L [a large audience], then we have to depend on the band to
put us in the mood, and if they aren't playing well, then it's [the ficsta] nol going o
happen” (audience member).

Increasing level of *'good" performance
— ——b

Large audience Small audience

re 4.1 Level of "good" performance required, in relation (o
the size of the audicnce

n My notion of poor was based on playing out of tune, the band not sounding together rhythmically, and/or
stage presence.
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For the Valentine fiesta there was a relatively large audience, which according
to the above meant that Tilo Paiz y sus Banda Amistad did not have to put on one of
their better performances. The fact that Tilo Paiz y sus Banda Amistad performed
"above average” only made it casicer for the audience lo enfiestarse.

The audience's grealer tolerance for mistakes once they begin to enfiestarse can
also be related Lo Tilo's choice of songs. Even if he does choose an inappropriate song,

if the audicnce is well into the fiesta process, they will be less inclined to leave the

Along with the band, I was quile surprised when Tilo chose to perform a ballad so early
in the sel (it was the third song). His explanation for this choice was that *1 didn't want
the set to peak loo soon” (1996d). What was even more unusual was he [ollowed this
i*allad with a sa/sa. Fortunately, the audicnce was well into the fiesta process and
were cager Lo Keep enffestarse. Had Tilo chosen such a combination of genres at the
beginning of the evening, 1 do not believe he would have received such a favourable

response.

The Necessity of a Live Band
During different fiestas, I would often ask audience members if one could ever

have a fiesta without a band. They unanimously agreed that such a notion was

is much better, it's more intimate. You get to share in the music-making with them
[the band]. You're there when the music is being made.", and "With a band I not only
hear them play, but I get to see them play." Therefore, having Tilo Paiz y sus Banda
Amistad at the [icsta allowed the audience to participate visually as well as aurally.
This is why "T¥lo feels it is so important for the band to "look like they are having a good

time.

Our performance at the fiesta is as much for the eyes as it is for the ears.
If the audience sees us enjoying ourselves...dancing, laughing...then
cven if we make [musical] mistakes, the audience can still have
something to participate in [the visual]. (1995h)

Having a live band at a fiesta is not only preferred, it is required because of the
expecled interaction between the musicians and audience. Rence Shield calls this

required interaction "resonance”:

The quality and the amount of interaction between the performers and
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band’s performance cannot exist of itscll, in isclation, because the
audience has to approve it by ils presence and ils activity and. in so
doing, confirm it as performancc. This is why playing a jukebox docs
not provide the adequatc music for a dance occasion -- there 18 no
interaction. (1980:117)

Sara Cohen's work on "Rock Culturc in Liverpool” also reveals relevant resulls
concerning this issue. She first states that live performances involve a sense of
occasion which necessitates preparation and organization (i.c. buying a ticket,
changing clothes, arranging transportation, cic.); this in turn creales a sense of
anticipation and commitment. Seccond, the diflerent forms of aural, oral, and visual
communication at an event "are related to the complex interrelationship between
audience and performers” (1991:94). Finally, this interrclationship gives risc (o "the

continual creation and re-creation of an 'atmosphere’ and makes cach performance

and thus thrilling since the possibility of the unexpected always exists” (ibid.:95).

All audience members informed me that the fiesia is a place where they can
come together and take part in a kind of interpersonal musical sharing which can not
be achieved with pre-recorded music. Live bands "bring logether people who have
something in common and understand the rules of the cvent” (Frith 1992:177). Even
stage, supporting and encouraging each other is plainly visible to the audicnce. For
example, Roberto would often yell out the name of the musician who was taking a solo;
“I do this to offer and encourage verbal support” (Roberto 1996). A more elaborate
example of encouragement and support was seen in Tilo's drum solo during Ran Kan
Kan which drew "bows"” from the band (see chapter 1). "Such displays of mutual
admiration by improvisers can put listeners at ecase and draw them into the group's
"You go to a fiesta to share in the ambiente with other people. This includes the band.
I don't want to go [to the fiesta] and listen to tapes or CDs; I can do that at homel |
want to be a part of the music while it is being made.” This parallels Tilo's own
preference to perform with "live” musicians as opposed (o pre-programmed sequencers
(see chapter 2). '

An example of audience/band and audience/recordings responscs was
demonstrated at the Valentine fiesta; it was during the time that the musicians took
their breaks. In chapter 1 I described how during both band breaks the younger

audience members started to dance when lechno-dance music was being played

103



through the sound system. However, when problems occurred with the CD player.
preventing the playing of techno-dance songs, there was no other choice but to play
Tilo's tape of Latin-American popular music; the result of which was the clearing of the
dance floor. This reaction reinforces the supposition that the audience needs to have a
live band in order to enficstarse. As onc audience member explained:

You come 1o a fiesta to dance with the band. You also take your break

with the band. The purposc of the music played in between the sets

isn't o dance to. I is to keep the "licsta sound” in the air. If things

wenl quict [i.e. no music being played] then the party mood might start
to come down.

audience on a different level. As was explained earlier in this chapter, individuals can
approach Tilo and the band to make requests, talk about the music, or just enjoy each
other's company/conversation. Il is during this time that the boundary between
musician and audience is lowered, and both groups become part of the same social

inilcrecourse.

Crossing Boundarics

Within the spatial confincs of the fiesta there are different boundaries which
can be found: boundaries that, when crossed, determine who one is and what her/his
aclions are. IFor example, when individuals cross the threshold of the fiesta (the front
door ol Hellenic Hall) they become liesta parlicipants. When someone crosses the
boundary from the tables and chairs (an area for drinking, eating, and conversation) to
the dance floor, then s/he becomes a dancer and must participate in a very specific
way. To do otherwise would cause concern from others present, and possibly inhibit
them from participating by distracting their attention from the fiesta norm. All social
interaction which occurs in the fiesta is surrounded by an action determining

boundary (sce ligure 4.2 for other ecxamples).
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Figure 4.2 Layout of boundarics and their determining social actions

are doing at the time -- and, as was scen above, these actions are determined by the
area they are in -- and cross however many boundarics are neceesary (o bring
themselves onto the dance floor. In order (o ¢ntice the audience Lo do this, Tilo uses
the most powerful tool at his disposal: music, or more specifically, loud music. Music
is able to transcend the fiesta boundaries and invites the audicnce to the most
important area of fiesta, the dance floor. The louder the music is playcd, the greater
the number of boundaries that can be crossed. Using music as a vehicle (o engage
enfiestarse, then, becomes an effective one. Tilo's intention to cross multiple

boundaries is illustrated in the quote below:

I could play just loud enough so that only the people on the dance floor
could hear the music. But I want o reach everyone in the fiesta, cven
the ones in the bathroom! I nced to fill the hall with sound...the ficsla
has to be overflowing with music. (1996c)
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Physiological an ! Psychological Responses to the Music

Inficstarse al fiestas involves certain physiological and psychological
responscs, which are manifested in specific physical actions. At the Valentine fiesta
these responses included the number of people on the dance floor, the yells and
applausc after and during cach song, smiles, and cnergetic dancing. Any decrease in

these actions would signal the audicnce's disapproval of the direction Tilo was taking

a large role in cliciting thesce responscs.

Tilo's stalecment that he wishes the music "o reach and invite everyone in the
fiesta to participatc” by performing at a loud volume may have an explanation which is
more complex than he realizes. John Shepherd writes that through its sounds, "music
can evoke and give life to our internal bodily existence” (1994:136). If the human body
rcacts sympathctically and empathctically to sound as produced by others then this
means that "the music is being //f in addition to being 'heard'...sounds enter the body
and arc in the body” (ibid.:137). The louder the music, the more it is felt. The
percussive nature and rhythmic emphasis of Latin-American popular music enhances
the physiological effect on one's body. Evan Davies states that "the regularity of
rhythm is enhanced by the over-balance of the bass and percussion. The output of
excessively high volume creates a physiological sensory response which floods one's
sensory modality” (1969:279). Audience members made similar comments on the way

music allects them:

The music just gets inside me. I can't resist it, I just have to get up and
dance!

1 can feel something growing inside my body. It starts in my stomach

low {requencies, played at high amplitudes, "stimulates the whole basilar membrane
which transmits impulses along many different nerve pathways to a large part of the
brain” (1962:152). Since drums produce low frequencies, the ear can withstand higher
amplitudes of sound, thus being capable of transmitting more energy to the brain

(Williams 1968:133) and increascd scnsory enjoyment through the rest of the body
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(Rouget 1985:173). Neher also lound that sounds produced with a rhythm necar the
basic alpha brain wave activity (approximately 7 to 9 cps) can also have captivating
effect on the listener.

However, participants at the Valentine licsta were more than just listeners; they
were dancers. According to work donc by Judith Lynne Hanna (1983, 1987, and
1988), this kind of physical action has both physiological and psychological efleets.
Concerning the former, the exercisc ol dance increases the circulation of blood carrying
oxygen to the muscles and the brain. and also allers the level of certain brain
chemicals. This all begins in brain cells called neurons which fire eleetrical signals
that are stimulated by seeing, hearing, or smelling and associated thoughis.
Stimulation of a specilfic part of the brain (the hypothalamus) then sets ofl a chain
reaction of hormones which in the end produces adrenaline and glycogen, chemicals
that provide the body with encrgy (1988:11-14). This increase in cniergy can provide a
dancer with a feeling of invigoration. Additionally, vigorous dancing, and the resulling
cascade of biological reactions may lead a person to releasc endorphins thought to
produce analgesia and euphoria (1983:28).

If dancers do reach a state of cuphoria, then their "altered state of
consciousness can create a fecling of rejuvenation and hypersuggestibiltiy (Hanna
1988:15). This plays an important part in the ficsta as a number of participanis
reported experiences "of attending the ficsta after a long Liring day and being
rejuvenated,” or "feeding off the energy around me.” This "hysierical contagion” is
characterized by "the spread of highly cmotional behaviour within a collectivily in
which the spread is rapid and in the nature of a geometric progression” (Kanc
1974:297).

By combining the physiological and psychological effects of a performance, a
clearer picture begins to develop as (o how a musical cvent can have a considerable
and consequential effect on an individual. Steven Kane's lindings on ritual possession
in a Southern Appalachian religious sect is not unlike "the ficsta which infeels the
bodies of its participants” (Tilo 1996). As suggested by Kane (1974:301), ficsia
euphoria appears to be a learncd and complexly ‘over-delermined’ responsce whose
émergence is contingent upon the intcraction of certain physiological cucs
(hypoglycemia, increased adrenaling), psychological variables (beliels, motivalions,
expectations, needs, range of experience), and external cues (music, crowd excilement,
alcohol, food).

The ability of the human body Lo allow syncsthesia, the capacily to percelve and

transmit simultaneous stimuli in several sensces, is what Tilo counts on (o enlice
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participation. His visual and aural presentation of the music invites the audience onto
the dance floor where "resonance,” "hysterical contagion.” or "an altered state of
consciousncss” can take place. The power of dance, then, lies in its cognitive-sensory-
motor and acsthetic capability o ereale moods and a sense of situation for performer
and spectator alike (IHanna 1977:216).

Obviously the audience's participatory response in the fiesta is a complex one.

placement of repertoire. How successful he is in choosing appropriate songs for the
ficsta is easily measured by the kind and amount of response he receives from the
audicnce. Their responses and criticisms are offered as a gesture of support, to help
him achieve his purpose. The audicnce and band are just as interested in achieving a
cachimbona ficsta as Tilo. They all make a contribution o the success of the occasion,
and they behave with the understanding that what they do is an act of artistic
participation as well (Chernofl 1979:153).

The fact that all of the responscs outlined in this section were present at the

Valenline fiesta, suggests that this ficsta was cachimbona!

Conclusion
As seen in this chapter, the interaclion between Tilo and the audience occurs
on many diflerent levels. He relaies to them on personal/professional,

individual/group, and direct/indirect levels: all of which are done through the medium

does his participation with the audience. The Valentine fiesta can be seen as a
dramatic presentation for all those involved. In a sense, the musicians and the
audience play interactive roles as actors from their respective platiorms. Just as the
desigi of the hall, the stage and the lighting frames the band's activity for the
audience's observation, it also frames the audience's activity for the band to observe.
As will be explained in the final chapter of this thesis, both sets of performers form a
communication loop in which the actions of each continuously affect the other.
Although sound serves as the principal medium binding the musicians and the
audience, the audience responds as much to the "stage presence” as they do the
music.

Another parallel between the Tilo/audience and Tilo/band relationships is that
the audicnce has also come to learn and expect what will oceur at the fiesta. What
they might consider as their spontancous reaction to the performance of Tilo Paiz y sus

Banda Amistad, is, what Schechner would consider, a kind of "illusion". "Humans are
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able to absorb and learn behavior so thoroughly that what may scem as new behavior
knits seamlessly into spontancous action” (1986:367). Schechner views an audicnce's
behavior as a circular spectrum "where deep acting blends into ordinary behavior”
(ibid.: 366). Whether or not the Valentine participants realized that their actions were
conditioned responses (physiological. psychological or otherwisc) based on past
experiences of fiestas was of little concern to them. What was important o the
audience. and Tilo as well, was that thcy came with the intent to enfiestarse.

Approaching the occasion with a positive mindset played a large role in making this a

audience places a hierarchy on Tilo's use of music. At the very lcast Tilo must 1)
choose an appropriate genre; following this is 2) the playing of a specific song; linally 3)
a good performance of the song. The fact that Tilo achicved all three at the Valentine
fiesta made it possible for him to atlain acoplados with the audicnce. On the other
audience requires the presence of musicians further supports the imporiance of social
interaction at a fiesta.

Not long ago, I mentioned the diflerent boundarics which cxist in the fiesta, onc
of which was that between the audicnce and the band. Tilo's goal is to lower this
boundary and allow a kind of interaction, what Shield (1980) calls "resonance”, Lthat
blurs the distinction between the two. The higher the "resonance” (social intcrplay
between the two groups) the better the ficsta. It is at the intcractional frontier between
musicians and dancers that the link between aurality and social experience fs most.
potently forged (Waterman 1990:186),

In the end, it was Tilo's interpretation of the audience's responscs which
allowed him to musically construct the ficsta. It was in constant response (o the
expressed and implicit needs of the dancers passing hefore his cyes that made him
decide which songs to choose. The temporal line which he created by stringing

together specific songs at specific times was the framework in which enfiestarse

community. When the desires of the audience came into line with the construction of
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the sets, a "dramatic testimonial” was created in which Tilo’s "calls and instrumental
responses were shaped through time by the committed 'shouting’ audience that yelled

to him immediately when he had touched a nerve” (Keil and Feld 1994:205).
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Chapter 5
“Joining” it all togcther

Tilo's part in the creation of the fiesta process is a substantial one. His rolc as

band, and the audience, all of which form an intricatc and volatile web of interaction.
Throughout the last three chapters there has been one common element in these
relationships which Tilo felt was necessary for the development of the Valentine esta:
a positive mindset.

The majorily of the Valentine pariicipants (musicians and audience) had
attended fiestas prior to this one and conscquently had an idca of what to expect. They
already knew what their respective roles were and what they had {o do to fulfill them.
They knew that the fiesta has a musical system and a social system which were related
(Irvine and Sapir 1976:81). All participants agrced thal the best way 1o carry out their
role was with a positive mindset. If they arrived at the ficsta with a negative one, then
it was Tilo's lask to change it.
domains of the fiesta in a particular order. Over the course of the last three chaplters |
have outlined how he relates with cach of them individually. The purposc of this final
chapter is to bring the three together and demonstrate how, at the Valentine event, the
fiesta process was put inlo motion, the product of which was the “joining” of all
domains. This process involved three parts: creating a fecdback loop, a musical
construction of place, and the building of intensity through his choice and placement,

of songs.

The Feedback Loop

Whether or not the Valentine participants were in a posilive mindset, they did

have a certain amount of "ficsta knowledge” which allowed them to be effective
participants in the creation of the fiesta process. What [ mean by this is that Tilo's
understanding of the fiesta must overlap with participants' "ficlds of experience”: No

for participants to relate to cach other, both individually and as a collective whole.

Figure 5.1 illustrates different realms of fiesta understanding.
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The outsider, non-initate, and initiale (i.e. a comunidad Latina audience
memberj circles secn in figure 5.1 represent three individuals with differing amounts of
fiesta experience and by cxicnsion. knowledge. On the left side of this figure, there is
no overlap between the fiesta outsider and the fiesta information (i.e. knowledge on
how to enfiestarse). On the right side of figure 5.1, one can see that the fiesta initiate,

because of her/his previous Expt:rif:nisc: from att&ﬁding ficsias, has gajﬁed more

Fiesta
outsider

Figure 5.1 Diflerent realms of fiesta understanding

l"igurc 5.2 illustrates what happeﬁs when there is a ]arg& amount of overlap

the darker circle represents all of his ﬁzsta le:rmwlgdge based on his experience. The
same is true for circle B, which represents a Valentine fiesta participant's field of fiesta
cxpericnee. The area where circles A and B overlap illustrates shared knowledge on
how to enfiestarse. the arcas where there is no overlap are indicated by a lighter color.
Figure 5.2 also demonstrates how information gathered and processed during the
ficsta can affcet the interaction between Tilo and another. The greater amount of
overlap there is belween the two (i.e. as would be the case with the members of Banda
Amistad and the majority of the audience). the less chance of misunderstanding when
he attempts to create acoplados. As John Blacking writes, "musical performance can

T As adapted from Hanna's "realms of dance understanding” (1987:27).
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express social attitudes and cognitive processes, but it is uscful and effeetive only
share in some way, the cultural and inividual experiences of ils creators” (1973:54).
Figure 5.3 illustrates a similar process, ut where there ds little ‘overlap between
Tilo and the individual. Notice how there is a greater amount of differences (the lighter
shade of the FIESTA circle). This increascs the chance of miscommunication, and
decreases the possibility of creating a “joining". Treating the ficsta as a complex form
of communication requires, then, a shared understanding or negotiation of certain
gestures and responses; shared knowledge and expectations are critical. Such a

negotiation, especially a successful onc, involves the participation of both sides.

CIRCLE A CIRCLE B

{Tilo's Field of {Participanis

Experienice ] Field of
- . Experience)

Figure 5.2 Fields of fiesta cxpericnee with large amount of overlap
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(Tilo’=s _F'ie;d of (Participant's
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Differerices

Participationjf— e ——Participation

Postive . v
Feedback M. - ——— . Feedback

Figure 5.3 Ficlds of fiesla experience with little overlap
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The preceding figures illustrate a communication feedback loop with another
individual. Ilowevcr, as [ mentioned in chapter 4, Tilo thought of the Valentine
audicnce in the singular. Figure 5.4 outlines the interaction belween the two
constituents of the fiesta, the band and the audience. As each group joined Tilo in
cachimbona ficsta. As figure 5.4 demonstrates, the process began with the acoplados
of Tilo and music, which was then followed by the band, and finally the audience. Of

succession as "the natural order of ficsta”.

As the band and audicnce joined Tilo, there was at first an individuated
acoplados. What 1 mcan by this is that, just like Tilo, the musicians and audience
members cach made their own "joining” or relationship with the music. As was seen in
the previous chapters., there were two kinds of performers at the Valentine fiesta,
namely those playing music, and thosc dancing to it. Each group influenced their own
wilh "initiates” or "sustaincrs” of participation (i.e. the hom section dancing for the
band. or a good dancing couple for the audience). This kind of interaction is
represented as the center box in figure 5.4.

Even though cach group of performers could have created acopl/ados amongst
themsclves, they still needed, and expected, Tilo to lead them towards /a unirof the
FIESTA (the largest box in figure 5.4). It was only when all participants were freely
intcracting with cach other that Tilo felt the fiesta process began {o emerge. Anything

or a dancc (when therc is little interaction with the band).

The suceess of the Valentine ficsta was largely fueled by the kind of feedback
which was gencrated. Some examples of negative feedback included improper balance
with the sound system. poor acoustics on the stage, too much "dead space”, and lack
of communication between the singers and the audience in the first set. Fortunately
the first and last of these four examples were rectified as the evening progressed.
Positive feedback was largely the result of Tilo's most important modus operandi,

choosing the best song for the moment; all other participatory responses were framed

ficsta ambiente to grow cxponentially: up until estuvo buena Ia fiesta.
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Figure 5.4 Feedback loop with all fiesta participants

At the beginning of the Valentine ficsta, the cycle could have produced cither a
positive or negative feedback. As the night progressced, increased positive feedback,
caused the cycle to become stronger and stronger. This continued until the point
where the fiesta could almost sustain itsell. The "positivencss” had become so

efficacious that it would take much more negative feedback than at. the beginning of
and thus the fiesta, was the amount of "dead space” between songs. Fortunalely,
Roberto, Jacqui and Tilo prevented this from happening in the last two scts by keeping

the fiesta flow moving through their conversations with the audicnce.

Musical Construction of Place

Since this Valentine fiesta was held in Hellenic hall, a Greck community cenler,
it was necessary that the place be "claimed" by the pariicipanis as a spacc in which to
enflestarse. This was first accomplished by physically transforming the hall with
decorations, the setting up of food and drink stands, and lighting. Oncc this was
accomplished it was up to Tilo 1o construct the fiesta process through the performance
space, but the means by which this space can be transformed; 1t Icads (o the musical
construction of the place (Stokes 1994:4). Through their involvement with the musie,
all participants can surpass the reality of the place (Hellenic hall) and cnter into the
fiesta space. Before I go any further, I should differcntiate what I mean by the (crms
"place" and "space”.

Following Giddens, place "refers to the physical setting of social activity as
situated geographically” (1990:18). In his book 7he Conscquences of Modernily
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Giddens points out that "there is a phantasmogoric separation of space from place”,
and that places become "thoroughly penectraied by and shaped in terms of social
influences quite distant from them” (1990: 88). Martin Stokes elaborates on this with
the notion that "amongst the countless ways in which we 'relocate’ ourselves, music
undoublcdly has a vital role to play” (Stokes 1994:3).

Through his "musical construction of place” (Stokes 1994), Tilo also defined
ceriain spaces, along with their boundaries. The most important of these spaces was,
of course, the stage. It was here that the medium for all participation originated. If the
flesia process began with Tilo (recall figure 5.4), then how appropriate it was that he
positioncd himself in the center of whal he considers "the sacred space of the fiesta”
(recall that the band is sct up in a circle around him). It was from this position that,
through his "big sound”, he could reach out to the band and the audience.

Bascd on Tilo's hicrarchy of the ficsta process (music, band, audience), one can
envision the Valentine fiesia as a series of concentric circles with Tilo in the center,
radiating outwards, inviting participation, and becoming part of it all at the same time
(see figure 5.5). Each circle in figure 5.5 represents a boundary which Tilo had to cross
in order to invite parlicipants to enfiestarse. Through music he was able to do this. As
the fiesla progressed, these boundaries became blurred, so that maximum crossing

and interaction could occur from both sides.

Figure 5.5 Representation of the Valentine fiesta in concentric circles
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and the politics of place” (1994). It is able to transcend physical, metaphysical and
temporal barriers. The fiesta process was put into play through music by performing
it, dancing to it, listening to it and even thinking about it. Depending on how the
audience was placed by social facts, music could "leap across boundaries and put inio
play unexpected and expanding possibilitics” (Stokes 1994:24). Therelore. music and
dance provided the arena for pushing back ficsta boundarics. Through the usc of

spatiality of social production” (Berland 1992:39).

The most obvious, and eifective, "cultural technology” used by the audicnce to
blur boundaries was physical proximity. The closer the audicnee was 1o a boundary,
the greater the chance they would cross it. Of course, it was easy lor the audience o
cross the majority of boundaries found in the fiesta (see figure 4.2), but the most
important and difficult one to transcend was that between the musicians and the
dancers. The ambiente created on either side of this boundary was nceded lo create
and sustain the fiesta process. Both groups of performers fed off the other's cnergy in
addition to their own; both were intrigued by the "happenings” across the border. By
placing themselves as close to the front of the stage as possible, they could "feel the
energy on the other side” (audience member). However, no matter how close they came
& this boundary, they did not cross it physically; the elevated stage preventled them
from doing so. Even during fiestas where the band was playing on the floor, there was
still a general agreement and respect for the band's space. Nevertheless there was one
person who wanted to enter into this "sacred space”. During the sccond set, one of the
organizers jumped onto the stage while the band was playing. Once on stage, he
looked at all of the musicians, started to dance and smiled profuscly (perhaps becausce
he was pleased to have conquered the boundary). Although such actions can

sometimes bother Tilo, he was tolerant of this individual.

I can understand why he came up. The audience sces the stage as a
special kind of place where the ficsta begins. They want to come up and
be a part of it physically. But, sometimes a non-band member's
presence can interrupt our playing, which will then have a negative
impact on the fiesta. In this insiance, the ficsta was already underway,
and he was well known by the audience, so it didn't bother me. He
wasn't up there for all that long anyways. (1996f)
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If the band /dancer boundary is not physically crossed, then how did each
group take part in the other's form of enficstarse? 1t was accomplished through the
usc of gestures. As scen in this thesis, some of the gestures used by Tilo and other
fiesta participants included playing and dancing with enthusiasm, clapping. smiling,
and yelling or shouling encouragement. When one group saw these positive actions
from the other, they were able o visually and emotionally lake part in their actions.
Just as emolions produce gestures, gestures can reproduce emotjons (Appadurai
1990:106). Therefore, the crossing of the boundary leads to what Appadurai calls "the
creation of ‘communitics of sentiment’ through the use of standardized verbal and
gestural forms...whal matlers most is 1he emotional effects of gestures (ibid.:109). It is
when these gestures are properly performed by the musicians and the audience, that
the two groups of participants were uniied.

At the Valentine fiesta everyone joined in the merriment and the reinvention of
space. The crossing and blurring of boundaries shifted the fiesta from being
impersonal and disconnected to being personal and in Victor Turner's sense,
"communilarian” (DaMaita 1991:82). The establishment of communitas -- where there
is a "communion of equal individuals who submit together to the general authority of
the ritual elders” (Turner 1969:96) -- is essential and desired for fiesta. The Valentine
flesta allowed participants to escape from a feeling of "being alienated in everyday
social structure, and enter the glow ol communitas among those with whom they share
some cultural or biological feature” (Purner 1977:47).

The separation from everyday social routines and the sense of leisure that the
fiesta crealed is also an important part of how communitas is created. According to
Turner, leisure has aspects of both "freedom fom" and "freedom fo". It is freedom from
"the regulated rhythms of factory and oflice...and freedom to enter, and for some to

help gencrale, a world where one can transcend social structural normative

movement, formal clothing, decorations, food and alcohol) makes the occasion sensual
in nature. The interrelationship of these components allowed participants the
opportunily to release tension, express emotions that were otherwise suppressed or
denied, and indulge in behaviour not permissible in other contexts. This, in turn,
leads for some, 1o a sense of euphoria or catharsis.

According to Hanna, catharsis is a complex physical-cognitive process of

terms with them. The process encompasses experiencing anxiety or conflict and then
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releasing energy and frustration (1988:22). The Valentine ficsta allowed for such a
pleasurable expenditure of energy.
As was explaint:d in Ehapmr 4, whal makes dance and music makirlg the total

multi-sensory response. Therc is a least one form of expression which all participants
can take part in during fiesta (be it dancing, listening, watching, playing, cating or
drinking). A fiesta, which could be scen as a secular ritual, depends upon the forging

of perceptual coherences across multiple sensory modes.

The participants in a ritual [share] communicative experiences through
ma:;y diﬂ'ere:nt sznsgry charmt:ls almult.ﬂncmualy Vcrba] rnusigal

cnmpcments nf Lhe tcntal messagc When we takt: part in such a ritu.al we
pick up all these messages al the same time and condense them into a
single experieice. (Leach 1976:41)

During a fiesta there are a number of actions which collectively can overload
the body with a multi-sensory experience that leads 1o an ccstatic state. These actions
include: the sight of the musicians, the sight of the audience, the touch of one
performer’s body to another's in dance or in music-making, the touch of the body (o
the musical instruments. the sound of physical movement, heavy breathing in high
energy performances (dance and musical), the smell and ingeslion of food and drink,
and the pleasures of animated interaction with friends and family. All of these visual,
auditory, and kinesthetic factors can have a strong effect on ficsta participants.

Althaug’h cach person's expericncc of the flestla is a subjccljvc and individual
enfiestarse at the Valentine fiesta lead to a ﬁ:eling of mass unison. Rather, it was a
"shifting hierarchy of individual expression against a background of unison support”
(Stone 1982:135). Put simply, if a person was happy, the fiesta made it possible 1o
multiply his or her happiness as it gave voice o that fecling. If one came to the ficsta
depressed, then the event offered him or her a chance to forget his or her sadness.
Those who attended the fiesta created a "focused g gathering” (Goflman 1961} which,
since all wanted to achieve the same thing {to have a good time), attempted to support
and initiate any actions or emotions that would lead o a successful cvent (i.c. the
creation of a strong positive feedback loop). Thus, attending the fiesta expressed
shared values which excited sentiment and bound people together.

This binding of people can lead to a "special flow of lived time", "imagined
universes" (Waterman 1990:215), a "mutual tuning-in process” (Schutz 1977:116), or
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a ficsta indicates a desire or need for loss of "sclf” 1o emotions. sensations, and
thoughts invoked by and through the occasion that take one over, obscuring all sense
of normal sclf with the place, time, obligations, and responsibilities that it entails. In
so0 doing, all participanis can take parl in the fiesta equally, each sharing in other's, as
wcil as their own, expericnces.

Since fiesias creale a communal seiting, they often build up a spirit of elation
that is infectous. Once boundaries have been blurred, the feedback loop (figure 5.4)
has been gencrated enough times o have produced enough strength to sustain itszIf
and the "We" has overcome "us and them”, there is an "energy” produced within the
fiesta space which cannot be ignored. Many audience members informed me that this
cnergy is what they looked for and/or felt when they came to the front door of Hellenic
hall. Additionally, the greater the number of participants there were, the easier it
became Lo achicve a loss of self (both figuratively and literally), and take part in the
"special flow of lived time” where everyone shared in, and was influenced by, communal
ceslasy. As onc audicnce member told me, "the energy created is from being here with
s0 many pcople doing the same thing: being here for the same reason...our music is
(1985:717) points oul, if participanis are unresponsive, or unwilling to enfiestarse,
then the energy of the performance drains away, causing the fiesta to collapse.

Fiesla, it can be concluded, is an expression and celebration of "sociability”
(Frith 1992:177). The success of a fiesta is, of course, dependent on all participants’
actions. However, when there are such a large number of people (the Valentine fiesta
had approximately 200 attendants), it is necessary for one person to assume leadership
(sce Schulz 1977:117). Since the fiesta and all its actions are framed by the
performance of music, it is appropriaic that Tilo undertake such a role. How he
musically constructed the Valentine ficsta could be seen in the way he built intensity

through the structuring of the songs.

If social organization is interaction ordered through time, then at a fiesta, the
music establishes an external framework for the synchronization of social activity.
Tilo's choice of music plays an important role in establishing the emotional texture ofa
fiesta. "Musical sound conditions temporal experience and establishes a normative
context for ritualized social interaction” (Waterman 1990:213). As I have shown, a

large part of what participants will experience depends upon how they mentally
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approach the fiesta. The majority came to the event with anticipation and a positive
mindset. Keeping them in such a state, and achicving Ja unir, meant that Tilo had to
draw the audience into the task of participating in the construction of the occasion
itself. He accomplished this on threc different levels: individual songs, individual scts,
and all sets.

Indjvidual Songs

In chapter 2, I outline Tilo's conception of "building intensity”. It was here that
I first mentioned Tilo's idea that "each song must begin and end with a bang". What
happens in-between is a series of climaxcs which suslains participation from
musicians and dancers alike. Using his "big sound", placcment of solos, big endings,
changing of tempos, gestures, and the contrasting sections of the song's form itsclf
allows Tilo to accomplish his task. Figure 5.6 recounts a similar graph found in
chapter 2. However. in this graph I have added the audicnce's visible and audible
response to Tilo's fluctuations of the song Fiesta's intensity level. The measurement of
the audience’s level of intensity was based on the number of dancers who would
exhibit high levels of enthusiasm. This included their yells, whistling, hands waving
above their heads, exaggerated dance sieps, and facial expressions.

If you remember, Fiesta was the song which brought the Valentine ficsta to its
climax. Once again, notice how the fluctuation differences decrease as the song comes
to its end. Tilo realizes that as the song progresses, and the longcer it is played, the
more likely musicians and dancers will become uninterested in the song, and losc
interest in enflestarse. By increasing the regularity of iniensity fluctuations, he could
sustain their participation.
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audience response

R e e B e ) et

Playing with intensity and enthusizstm S -
l=drum aclo 6=return o normal rhythm
2=big sound with horns  7zjgorease tempo
38=vocal chorus S=big ending
4=vocal refrain S=decrease dynamica
S=cotnplex thythm 10=increase dynamics

Figure 5.6 Represeniation of intensity levels of the song Fresta

Individual Sets

Just like the songs, Tilo slated that he wants cach set to "begin and end with a
bang". As was scen in chapter 3 and 4, sustaining enfiestarse means keeping as many
people on the dance floor as possible, and keeping the musicians performing at an
optimum level. 1f'Tilo's goal for the Valentine fiesta was to attain maximum enfliestarse
from everyonc involved, then he was placed in a peculiar predicament. In order to keep
the audicnce dancing he had to play cumbias. Keeping the band happy meant the
performance of salsa. In order to keep a balance between these two groups, so that
both remain in a positive mindset, and so that both could take part and feed off the
energy from everyone around them, Tilo had to choose songs for the fiesta carefully.

Table 4.1 illustrated that the first two sets began and ended with a salsa. As
was secn in chapier 3, Tilo chose this genre because he knew that this is what the
band prefers to play. Once acoplados with the band was underway, he could then have
the audicnce join in (as scen in the fiesta process, figure 5.4). Choosing salsas for the

end of the scts was also for the band. As Tilo explains,

Because [ had taken the audience into consideration earlier on, and
made sure I had constructed an atmosphere that they wanted, I could

choose songs for the band...and the audience would accept and enjoy
the salsa. 1can't follow the fiesta from the audience's perspective all
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night. It's my job to bring the fiesta up to a level where they will be
receptive to whatever we are going to play. (19961)

Therefore, by spreading cumbias throughout each set (the audiencc's favourite genre),

and inserting the remaining genres, he could sustain and eventually create a sense of

acceptance that would allow the audience to dance to a genre they would prefer not to.
Finally, Tilo usually chooses puntas to bring each set to a climax. However, in

the second set, he chose to perform a punta earlicr, as the fourth song. Although his

the performance of the punta countered the climatic cffect that could have otherwise

occurred.

I just started to build up the sct again from the ballad. Also, they [the
audience] needed a rest from the encrgetic dancing that punfa brings
out. (ibid.)

All Sets

Tilo viewed each of the three sets of the Valentine fiesta as having diflerent
functions. Put simply. the first sct was to initiate the ficsia process, the second, to
sustain it, and the third was to bring it to a climax. Based on the audience and band’s
participatory responses, Tilo accomplished his goal.

By the end of the first set, there were only about 80 pcople in altiendance. Tilo
knew that if he could not initiate enfiestarse with these individuals, then those coming
later would be less inclined to pay the $10 needed to gain entrance, since they Judge
the fiesta on how well Tilo has created a fiesta ambier:te by that me (sce page 121). 1t
is at the beginning of the fiesta where the risk of a negative feedback cycle can build
and grow, thereby making it difficult (o creale a successful occasion.

One noticeable difference between the sets is that Tilo chose not (o play a ballad
amount of participation. Keeping as many people on the dance floor as possiblc was
the best way Tilo could maximize his opportunily lo initialc enflestarse in the first set.

When Tilo Paiz y sus Banda Amistad began their second set, the audience had
grown to approximately 175. Tilo had accomplished his goal of initiating the ficsta
process in the first set, so "it was not that difficult for me to keep them participating
(Paiz 1996¢). Keeping the audience on the dance floor was simply a matter of doing

more of the same.

123



For the final sct of the evening, Tilo brought the fiesta to a climax in three ways.

First of all, he played more cumbizs. Second, he b&garl the set with a cumbia which

specific songs that he knew the audicnce would like. In chapter 4.1 exp]amed how, as
far as the audience was concerned, the choice of song is less important than the choice
of genre. However, since Tilo Paiz y sus Banda Amistad could perform a number of

preferred songs, Tilo chose to save them for the last sct.

At the beginning of the fiesta, everyonc just wanted io get dancing. It
didn’t rcally matter what song we played, as long as it was the right

genre. By the end of the night, to really bring the fiesta to a climax, 1
nceded lo play the popular songs that the audience knows and loves.

(1996¢)

placement of repertoire is by far the most 1mp¢3rtant, Of course his gestures, positive

mindsct, and rclatjaﬂships all play an intricate role in the responses received, but Tilo

which they prefer to dance to. Tilo knows this, and adjusts his Eﬂarmance strategies
to fit within these paramcters.

Conclusion
From this case study of the Valentine fiesta, it should be apparent that the
success of such an event is determined by the level and intensity of "sociability”, or

what Tilo calls a "joining". The impcﬁaﬁce of fiesta lies in the social az:tivity pmduced

audience and musicians plac:l:cl more 1mpmﬁanc:¢3 on social interaction than the music
or how well it is played. However, participants' interactions are framed and influenced
by Tilo’s choicc and placement of repertoire; it becomes the vehicle for enfiestarse and

hence the fiesta process. The fact that Tilo Paiz y sus Banda Amistad performed well,

Fiestas in Edmonton can be viewed as a human encounter which is mediated
by organized sounds. In that encounter is created a complex web of relationships, and
of relationships between relationships, that exists for the duration of the event. The
language in which these relationships are established and maintained is not strictly
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verbal, but rather one of gestures. At the center of the web are the relationships which

back into them, are the relationships among the musicians. among the audicnce, and
between the musicians and the audicnce. As was seen throughout the course of this
thesis, Tilo participates with band and audicnce members physically, mentally, and
musically. .

When individuals began to enfiestarse during the Valentine ficsta, they were
taking part in a secular ritual in which they modeled relationships as they [klt they
ought to be, and on what they expected. As ritual participants, they were not just
learning about these ideal relationships, and by extension an ideal socicly, bul actually

bringing them, and it, into existence for as long as the fiesta lasied. Such a product is

occured throughout my two years of ficldwork. Collcctively. fiestas create a sensc of
communal ambiente for the communidad Latina in Edmonton. These cvenls providc
not simply an occasion to party. but an opportunity to crealc communily: a community
which helps others. As I stated in the introduction, fiestas are one of the few times in
this thesis, one could argue that if fiestas create the context of which they are a part,
then these events create the community in and of which fiestas take place. Ficstas are
the comunidad Latina and vice versa. They cxemplily what the idcal comunidad Lating
should be.

However, that a fiesta is held does not necessarily mean that it will Iead o a
"joining" or the ideal community will grow. Such an cxperience needs an opportunity
to grow; it is something which is established over time. or through practice (i.c.
repeated fiestas). For Tilo, it comes inio exislence through the construction of the
fiesta space, and the kind of feedback generated from his choice of reperioire. In other
words, based on his relationship with the musie, the band, and the audicnce, and
using his knowledge and experience of fiesta, Tilo must achieve a sclf-sustaining
positive feedback loop which will generate maximum participation from all those
Involved in the event. So, through his choice and placement of songs. he can
musically construct a space where social interaction blurs all boundaries, therehy

allowing all participants to equally share in the communal ambiente of FIESTA,

As I come to the end of this ethnography, I would be remissed to say thal my

work is in any means a complete study of fiestas in Edmonton, nor was it meant to be.
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My interpretation of the occasion was intended io provide the reader with an
understanding of how Tilo's role, and his actions within this role, can lead to the
musical construction, the contextualization. of a fiesta. While some may feel that the
description of Lthe Valentine fies.a may scem 1oo positivistic, it is important that they
remember that this event was one of the most successful occasions during my
rescarch. While an unsuccessful cvent could have been chosen 1o demonstrate its
musical contextualization, my scnsc of loyalty to Tilo. along with other determinanis
(sec chapler 1), lead me Lo choose the Valentine event. However, [ am aware that other
popular music scholars and anthropologisis fecl that one of the best ways to
understand a lopic of study is to first look at what it is not. Unsuccessful actions can
oficn reveal substaniial information about boundarics and cultural practices.

Although Tilo's actions always seemed to produce the necessary requirements
for the fiesta process, cach of his responses took little time to implement. In other
words, Tilo's decision to choosc a particular song, or play in a particular way, takes
placc with the passing of less than a few minutes, or even a few seconds. Therefore,
the total amount of time of the accounts described in this thesis probably took less
than one quarier of the length of the fiesta iiself. My decision to focus on the key
points in the Valentinc event where Tilo's actions had a positive impact on the flesta
process was not to hide any pocr decision making. While there are instances between
Tilo’s key decisions that would make an cqually informed description of a fiesta, (i.e.
the decision making of the other band members) 1 will leave that for someone else to
write.

Considering this study in a wider inlerpretational context, one might choose to
place greater emphasis on the audience and the way in which dancing affects the
contextualization of fiestas. This would prove to be particularly valid within the "fiesta

field” since the specilic dance steps to the performance of Latin-American popular

Icns used to study the Valentine event with a macro lens which would allow one to
view fiestas in Edmonton within a larger context. For example, as a performer within
perspective than that of Banda Amistad. Perhaps my findings could be used in a
comparative study between different Latin bands, and how they differ in their approach
to the creation of ficstas (i.c. the use of sct lists vs. "on the spot" song selection), or,

how Latin bands approach different performance contexts (i.e. fiestas vs. bars).
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A more ambitious project would be lo compare and situate fiestas within a
Canadian context. The case study of the Valentine fiesta demonstrated that the
comunidad Latina uses the occasion to bring a sense of ideal community into
existence. How are fiestas utilized and created in the different regions of Canada?
Does the "sociability” factor always takc precedence over the musical? Since there are

so few Latin bands in Edmonion, there is littlc competition between them. Is this why

Toronto and Montreal there are a number of Latin bands which compete lo perform at
local clubs, and hence their playing/performance level could be considered somewhai
superior to those musical groups found in Edmonton. How docs this afleet Neslas in
such places?

At the very beginning, 1 stated that this thesis outlined my journics into ihe
realm of the fiesta. 1 now realize that this was nol a self-conlaincd excursion. It was
informants I met along the way. Additionally, I realize that 1 have not reached the end
of my journey, but that I have only stepped off the path for the time being. As 1 look
back at where I have been, and look lorward lo where 1 can go, 1 sce that there
were/are other "methods of travel” which could have brought forward diflerent
perspectives, if not different conclusions, than whal was been presented here. 1 hope,
and invite others 1o use my findings and bring forth new dimensions (o the study of

Latin-American popular music and the contexts which they create.
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APPENDIX A

Glossary of tcrms usced by Tilo

acoplados - together as one unit; to become one with either the music or another
person

affnacion - a "fine tuning” of the band; "putting on the finishing touches”
ambicntc - the encrgetic ambiance or aimosphere of the fiesia

big sound - Tilo’s characltceristic sound achicved through the combination of timbales
and a traditional drum sct

cachimbona - something that is really good

dead space - the lack of social interaction and musical sound between the performance
of consccutive songs

enficstlarse - 10 "party” as onc docs at a fiesta

fiesta proccess - the total experience of atiending a fiesta event

hablar claro - to speak plainly: to speak with "truth in the mouth"

Jefe - chiel or leader of the band

llamar la atcncion - to calch onc's altention, lo invite participation
positive mindsct - the proper mental state one must be in o enflfestarse

presencia sin aguadar - presence without becoming watery; presence of strength: when
uscd lo describe Tilo's sound = "a solid sound”

remalar - o finish off: to get the rebound: when used to describe Tilo's sound =
"punch”; i.e. "Tilo's playing has a lot of punch.”

sabor - the flavour or style of the music or event
saque de quicio - 10 become unhinged: lo losc one's patience
locar con ganas - 10 play with an appctite/desire

la unir- "the joining"; not unlike communitas or a communal sharing in the ficsta
cxpericnce
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