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Laura Stanfield Prichars
Huayno

The huayno is a popular song and dance form indigenous to the Andean regioy
of Peru. It features a fast and upbeat duple meter. Traditional ensembles involye
Western and native instruments such as violin, trombone, charango, and quena.
Huayno compositions combine instrumental sections with strophes sung in Span-
ish or Quechua (Peruvian native language). Lyrics encompass themes of love, eco-
nomic struggle, and bucolic remembrance of the highlands landscape. Melodic
phrases utilize pentatonic scales and are usually fluid and embellished, with 2
preference for high pitches and brilliant timbres. Forms frequently emphasize bi-
nary structures, presenting a harmonic movement from a major section to a rel-
tive minor section or vice versa. Occasionally, a faster and celebratory coda—al
known as fuga—is introduced to provide closure. As a dance, huayno compriss
the interaction between male and female couples. Such couple-centered choreogr
ph)f relates to the ancient indigenous notion of yanantin, or complementary duality.
Wl_l'Ch has played a preponderant role in shaping Andean social values and culturd
milieus through history.
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ruvian ensemble plays a traditional huayno. (AP/Wide World Photos)
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Historically, huayno has experienced multiple changes in standard instrumenta-
tion and compositional procedures as well as other areas; much of this change has
resulted from the use and adaptation of European instruments and esthetic priori-
ties. String instruments such as the charango and the arpa indigena were derived
from the guitar and harp, becoming extremely popular. The Spanish language
was incorporatéd into song lyrics and the use of raised sevenths, or leading tones.
These alterations led to an expansion of the genre’s expressive capabilities. In that
sense, the performance of huayno served as a vehicle for an increasing participation
of indigenous and mestizo groups at a national level, enfolding a survival strategy
for the Andean community within the ongoing process of cultural amalgamation.

Afler 1950, the genre started to grow in popularity. Several commercial re-
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The popularity of the chicha surpassed all other native musical forms in Peru

It combined huayno elements—e.g., melodic phrases, inner pulse, preference fo;
brilliant tonality—with cumbia’s danceable duple syncopations. Part of chichg's
success relied on the use of Afro-Caribbean percussion instruments, the electric
guitar, and the bass. These instruments conferred a sense of pride and modernity
to the mestizo and disenfranchised audiences. Ensembles such as Chacalon y La
Nueva Crema and Los Shapis appeared in massive concerts at which Lima’s im-
migrant working-class had the chance to dance and socialize. Chicha concerts led
thereafter to the formation of a new type of sociocultural dynamic in the country.

In the 1990s and 2000s, a new incarnation of huayno once again achieved popu-
larity without precedent. Techno-cumbia, a hybrid form that fuses electronic danc.e
music, cumbia, and huayno, took the country by surprise when singer Rossy \\{ar :
single “Nunca pense llorar” broke records for sales across the nation. This tin
however, the popularity reached the middle and upper classes. From that point "
huayno and its multiple intersections have remained an expression that embodics
central aspects of the Amerindian and Peruvian mestizo population.
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