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Marvin Culbertson Jr.



C ULBERTSON, JR., Marvin Ninety four years after Cub Culbertson entered this world and joyfully served his
awesome God, he was called home on February 25th to join his heavenly Father. He was preceded in death by

his amazing wife of 68 years, Beth Abshier Culbertson. They were married on December 9, 1950. Together they had 4
children: M.C. Culbertson III (Chattanooga) his wife Sandy; Kate Culbertson (Dallas); Don Culbertson (Marfa, TX) his
wife Valerie; and Dee Seward (Chattanooga); 6 grandchildren; 1 great granddaughter and 2 more on the way; his
beloved sister Jacquelyn Culbertson Driver (Wichita Falls, TX) along with numerous nieces and nephews. Cub was born
Marvin Criddle Culbertson, Jr on August 30, 1927 in Vernon, Texas to Marvin C. Culbertson, SR and Henrietta Beall. He



attended the Vernon schools until enrolling at The University of Texas, Austin, where he was in the marching band at
both schools. In 1946, Cub began his medical journey at The University of Texas Medical Branch at Galveston. During
the Korean Con ict, he was the physician on a troop transport for the US Navy with the rank of Lieutenant JG. He then
completed his ENT residency in New York City at Bellevue Hospital. Returning to Dallas in 1956, he started his private
and academic practice. In a time of segregation, Cub had the courage to stand against racism by integrating his
waiting room. He was the rst in Dallas to do so. What Cub enjoyed most in his practice was the immense joy he
received from serving people, listening to their personal stories and creating solutions to help them. Cub had a
passion for sharing his medical knowledge and skills, both at UT Southwestern Medical School and literally all over the
world through medical missions. He authored chapters of medical textbooks and developed innovative surgical
instruments. If you knew Cub, you knew that medicine was a love, but not his rst love.... that was Jesus! No matter
where he was or who it was, Cub fearlessly told his audience about his Savior. He is the only family member we have
that has been kicked off a college campus and out of a communist country for telling others about Jesus!! This love of
Jesus led him to serve on faith based boards such as Sky Ranch, Inter-Varsity Christian Fellowship, his local elder
board, denominational leadership roles, choirs, mentoring seminary students, mission trips and much more. Cub's
medical career started on a boat and ended on a boat in his 80's, a boat on the Amazon River, doing surgeries in
isolated villages and sleeping in a hammock. Cub's Memorial service will be at Park Cities Presbyterian Church 4124
Oak Lawn Ave Dallas, TX on May 6 at 1 PM. The family will receive guests following the service in the Grand Hall with
light refreshments. In Lieu of owers please consider making a donation to Cub's passions: (Please state in Memory of
Cub) Mission to the World PO Box 744165 Atlanta, GA 30374-4165 Ridge Haven Camp 215 Ridge Haven Rd Brevard,
NC 28712 Beth and Marvin C. "Cub" Culbertson Professorship in Pediatric Otolaryngology, UT Southwestern, P.O. Box
91088, Dallas, TX 75391-0888
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Raymond DONLEY Jr.



D

View more records for DONLEY on MyHeritage
Sponsored

ONLEY Jr., Raymond



Raymond Donley Jr., 90, passed away in Houston, Texas on September 23, 2014. He was born on September 26, 1923 in
Tampico, Mexico to Raymond Donley Sr. and Delores Quiñonez Donley. He Was Just 3 Days Shy of Turning 91.

He was in the U.S. Army during World War II, when he fought bravely at the Aleutian Islands.

He had a Love for Ball Room Dancing, Politics and playing the Card Game Canasta. He was a resident of Houston,
Texas at the time of his passing and always reminisced about his earlier years in Austin, Texas.

He is survived by his Brothers, Manuel Donley, Edward Donley and Sister, Lupe Manchaca. Daughter, Beverly Cregar-
Donley; Sons, Raymond Donley III, Dennis Donley, and Billy Donley; three grandchildren and two great-
grandchildren.

Graveside Services and Interment will be at the Houston National Cemetery on Monday, September 29, 2014 at 9:30
AM.

Beresford Funeral Home

http://www.beresfordfunerals.com/

They are located at 13501 Alief-Clodine / Houston, TX 77082 / Ph: 281.933.9090
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M
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E
R

 27, 1998, M
U

S
IC

photograph by John C
arrico

T
here are people w

ho rem
em

ber w
hen S

ixth S
treet w

as M
exican. B

efore the calle ancho (I-35) appeared, and

even som
e tim

e after, the S
ixth S

treet that w
as M

exican didn't end at S
an M

arcos street. It continued w
est through

S
abine, R

ed R
iver, N

eches, Trinity and S
an Jacinto, ending at B

razos street. Today's S
ixth S

treet is w
hat tourists

and college kids "do." It's a pulse point for S
outh by S

outhw
est, H

allow
een, and N

ew
 Year's E

ve street parties, and

w
here U

T
 football fans converge to celebrate victories or drow

n their defeats. B
ut w

hen S
ixth S

treet w
as M

exican,

it w
as different.

T
hough its existence w

as as m
uch the result of segregation and containm

ent as necessity, it w
as also a vital hub

of social activity, w
here gente w

ho w
orked as porters, dishw

ashers, bus boys, and m
aids, along w

ith field w
orkers

from
 Taylor, B

astrop, M
anor, and other outlying areas converged on S

ixth S
treet every w

eekend to take care of

business. T
he señores w

ould have a drink or tw
o (or three) in a cantina, get a haircut, buy a tool, a new

 shirt, or a

pair of shoes. T
he señoras w

ent shopping at P
iggly-W

iggly on the corner of S
ixth and R

ed R
iver for the w

eek or

the m
onth, depending on how

 m
uch there w

as to spend and how
 long it had to last. C

hildren tagged along,

eavesdropping on adult talk, or escaped in search of their ow
n fun. Young people cam

e to S
ixth S

treet to check

out the scene and each other, and the old people w
atched it all over coffee and pan dulce.
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W
hen S

ixth S
treet w

as M
exican, nightfall didn't put it to sleep. C

lubs like Los C
uatro C

opas, E
l G

ato N
egro, B

lue

S
ky, D

ante's P
alladium

, the 609 B
ar, the B

razos B
ar, the A

ustin B
ar, and R

io R
ita w

ere havens for people w
ho

w
orked hard during the w

eek and cam
e to S

ixth S
treet at night to relax, drink, dance, and listen to m

usic.

"T
his street w

as the m
ecca of orquesta in Texas, right here in A

ustin, Texas," says M
anuel "C

ow
boy" D

onley,

nodding tow
ard the present-day S

ixth S
treet outside the H

ernandez C
afe near S

ixth and W
aller. "W

e'd have

m
usicians ó good m

usicians ó com
e from

 all over: H
ouston, S

an A
ntonio, C

orpus. B
ack then, it w

as songs,

beautiful songs, and good, heavy, original sounds."

F
or D

onley, "back then" m
eans the F

orties and F
ifties, and w

hen he says the m
usicians w

ere good, he should

know
. H

e w
as one of them

. A
 com

poser, arranger, and perform
er, D

onley is considered a pioneer of Tejano m
usic,

the hybrid of A
m

erican pop form
s like big band and rock &

 roll, w
ith traditional M

exican conjunto. W
hile he does

not have the m
ainstream

 recognition of Tejano m
usicians like Little Joe H

ernandez, R
uben R

am
os, or F

reddie

F
ender, one thing is clear: T

he S
ixth S

treet of D
onley's youth ó now

 situated as the E
astside of A

ustin ó has never

forgotten him
. W

hen the dapper 70-year-old m
usician entered the H

ernandez C
afe for this interview

, he w
as

greeted w
ith friendly nods and handshakes, and addressed w

ith the ultim
ate of sign of respect: M

aestro.

D
onley w

as born in D
urango, M

exico in 1928. H
e m

oved to A
ustin w

ith his fam
ily at the age of seven. H

e took an

early interest in m
usic, follow

ing the lead of his father, a classically trained violinist w
ho once played w

ith the

D
urango S

ym
phony. B

y day, D
onley's father w

as a barber, but at night, he led his band, La O
rquesta de R

am
on

D
onley. T

he young D
onley began his apprenticeship as a m

usician hanging out in his father's barbershop, w
here

m
usicians w

ere as likely to com
e by for a haircut as they w

ere to break out a fiddle or accordion for a couple of

tunes. B
y the tim

e he w
as 11, D

onley had taught him
self how

 to play the guitar and later, the requinto (a type of

six-string guitar). A
t 17, M

anuel and his brother R
obert w

ere playing inform
ally for church festivals and street fairs.

"It w
as usually, 'H

ey, you w
ant to play? You know

 this song? O
kay, okay, let's do it,'" chuckles D

onley.

In 1949, the 21-year-old D
onley form

ed Los H
eartbreakers, the first M

exican-A
m

erican band to play rock &
 roll and

rhythm
 &

 blues in A
ustin. T

hey played all the S
ixth S

treet clubs and at P
arque Z

aragoza, a popular venue for the

biggest M
exican-A

m
erican bands of the day. B

ut it w
as the orquesta m

usic of the early F
orties that captured

D
onley and led him

 in 1955 to form
 his ow

n orquesta, Las E
strellas.

N
ot content to sim

ply reproduce w
hat had been done before, Las E

strellas infused M
exican rancheras, polkas,

boleros, and ballads w
ith expressive horn arrangem

ents, influences such as big band, rock &
 roll, and rhythm

 &

blues obvious in the band's m
usic. It w

as during the early days of Las E
strellas that D

onley earned the nicknam
e,

"C
ow

boy," given for his perform
ance style of standing near the front of the stage like country &

 w
estern singers,

instead of sitting behind a m
usic stand. O

n the surface, the gesture seem
ed innocuous, but it turned out to be a

sym
bolic breakdow

n of the barrier betw
een "high" class and "low

" class.

"You cannot underestim
ate w

hat that did," says Isidoro López, a longtim
e A

ustin-area D
J. "T

hat [perform
ance]

style m
ade it m

ore loose, m
ade [Las E

strellas] m
ore accessible to the public. It also helped break the stereotype of

orquesta m
usic being rigid. You have to rem

em
ber, w

e w
ere all w

orking people, blue collar w
orkers ó it w

as a

question of attitude and perception. M
anuel and others before him

 took the best of both w
orlds: the sophistication
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of orquesta and the enthusiasm
 of conjunto. T

he result is Tejano."

T
he original Las E

strellas w
ere six, including R

udy S
ánchez, Joe S

ánchez, A
ndrew

 Z
uniga, E

m
ilio V

illegas, M
ike

A
m

aro, and D
onley. Like m

any Tejano m
usicians, they w

ere all self-taught, w
ith one im

portant difference: T
hey

knew
 how

 to read m
usic. A

s the group's arranger, D
onley taught him

self to w
rite m

usic.

"W
e forced ourselves to learn how

 to read and w
rite," says D

onley, "in an im
pressive w

ay, you know
, so w

e could

attract good m
usicians. T

here w
ere guys com

ing through w
ho played w

ith S
tan K

enton, H
arry Jam

es, P
érez

P
rado, Luis A

lcaraz ó guys involved in w
orld-w

ide orquestra. A
lso, there w

ere a lot of m
usic m

ajors at U
T, good

readers, good m
usicians from

 all over the country. H
orn players w

ere in abundance. A
t tim

es, I had gringos and

som
e blacks sitting in w

ith us, good m
usicians from

 all over the country w
ho could cut it."
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E
ventually, Las E

strellas grew
 to 12 m

usicians w
ith four trum

pets and four saxophones. F
red S

alas of S
an A

ntonio

("he w
as a genius"), Luis G

uerrero, F
ernando V

illareal, R
oy M

ontelongo, N
ash H

ernandez, E
dw

ard C
oronado,

M
anny G

uerra, and H
om

er S
alinas w

ere a few
 of the prom

inent m
usicians w

ho played w
ith Las E

strellas.

"T
hat's one of the things about the band," says Leon H

ernandez, ow
ner of the H

ernandez C
afe and a longtim

e

friend and adm
irer of D

onley. "T
here w

ould be a lot of m
usicians that M

anuel w
ould bring in, break them

 in, and

then they'd go play w
ith other groups or start their ow

n bands."

D
onley expresses no hard feelings for this fact of m

usic life. O
ne thing that becom

es clear w
hen talking w

ith

D
onley is that he's apt to praise the accom

plishm
ents of the m

usicians he's w
orked w

ith m
ore than his ow

n. T
his is

not so m
uch hum

ility, it seem
s, but a devout appreciation for fine m

usicians and the m
usic they m

ake, along w
ith a

sense of accom
plishm

ent for having w
orked w

ith them
.

"H
om

er [S
alinas] had tw

o degrees in m
usic, but w

as a U
T

 law
 student w

hen he played w
ith m

e," D
onley recalls.

"H
e played w

ith Luis A
lcaraz, and did som

e recording w
ith him

, and even sat in w
ith S

tan K
enton and H

arry

Jam
es."

S
alinas w

as the soloist in the P
érez P

rado 1955 instrum
ental, "C

herry P
ink and A

pple B
lossom

 W
hite."

"W
ith H

om
er S

alinas, it becam
e a big, big hit. N

ow
, it's a classic."

A
ttracting talented m

usicians to Las E
strellas encouraged D

onley to w
rite arrangem

ents that featured their talents,

and in doing so, dem
onstrated his ow

n talent for creating com
plex harm

onies for several horns, guitar, bass, and

other instrum
ents as needed.

"I w
rote dozens and dozens and dozens, m

aybe even a hundred arrangem
ents," D

onley estim
ates. W

hen asked

just how
 m

any instrum
ents he can play, he's characteristically self-effacing.

"R
eal good? I don't play any!"

H
e laughs.

"N
o, I guess you can say I know

 the fingerboard of just about every instrum
ent. I have to know

 the depth of an

instrum
ent as an arranger. I have to know

 the trom
bone, how

 it sounds w
here I w

ant it to sound, and the flutes, the

clarinets, the altos, your trum
pets and treble horn. W

hen you do orchestration, that's som
ething you have to learn.

A
nd then the guitar itself, it has such a w

ide range."

S
an A

ntonio m
usician F

red S
alas played w

ith Las E
strellas for three years, and is another of the m

usicians D
onley

regards as one of the m
ost talented w

ith w
hom

 he has w
orked.

"H
e w

ould com
e to m

y house and w
e w

ould hang around and then I'd catch
him

 w
ith all m

y arrangem
ents spread out on the floor, and he said, 'S

om
e
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people say you're lazy. H
ow

'd you m
anage to w

rite all this?' T
hat w

as
flattering."

A
gain, D

onley laughs.

"I've never know
n as com

plete a m
usician as F

red S
alas. H

e w
as the one w

ho

played the keyboard on F
reddie F

ender's 'B
efore the N

ext Teardrop F
alls.' W

e

w
ere buddies. H

e w
as alw

ays at m
y house on M

onday m
orning, ready to get

the low
dow

n on everything that happened over the w
eekend."

D
onley and Las E

strellas cut their first single in 1955 on the C
rescent label

w
ith "Lluvia en M

i C
orazon" and it quickly becam

e a hit. A
nother hit, "F

lor D
el

R
io," cam

e in the early S
ixties, and is credited w

ith inspiring parents to nam
e

their new
born girls 'F

lor.' B
ecause M

exican-A
m

erican or S
panish language

m
usic w

as unrepresented in the m
ainstream

 recording industry, a cottage

industry of sm
all record labels began to em

erge throughout Texas ó C
orona in

S
an A

ntonio, V
alm

on in A
ustin, E

l Z
arape R

ecords in D
allas, D

isco G
rande, N

opal, C
rescent, and m

any, m
any

others. A
ll w

ere catering to an ignored but hungry audience.

T
he process w

as no-frills. W
hen a band like Las E

strellas cam
e to tow

n, a record label ow
ner (som

etim
es w

ith

connections to a sm
all radio station) w

ould offer a one-tim
e fee to cut a single or an entire LP. It w

as quick pocket

m
oney up front, but w

ith little or no return from
 subsequent sales. Yet, this m

akeshift approach of m
aking a few

hundred platters and broadcasting them
 w

here M
exicanos w

ere m
ost likely to see and buy them

 w
as an im

portant

m
arketing aspect for m

usicians w
hose success largely relied on w

ord of m
outh. It also m

ade the album
s a

precious cultural com
m

odity. Leon H
ernandez rem

em
bers w

hen Las E
strellas's F

lor del R
io w

as cut.

"T
he band w

as going to play in S
eguin, so I said to C

ow
boy, let's take a couple album

s to R
osita."

R
osita O

rnelas hosted a S
unday afternoon radio program

 featuring Tejano m
usic, a new

 and grow
ing occurrence

in the S
ixties.

"W
e took her tw

o album
s, and I said, 'R

osie, this one's for the station ó and before I could finish, she said, 'A
nd this

one is for m
e to take hom

e!'"

F
ew

 com
m

ercial radio stations w
ould play Tejano m

usic, but during the S
ixties, sm

all stations began allow
ing m

ore

and m
ore air tim

e, providing another vital link betw
een m

usicians and their audience. C
ow

boy D
onley y Las

E
strellas toured Texas and points across the nation, recording dozens of 45s, vinyl, and even w

ax platters along

the w
ay. In 1978, they m

ade their last recording. T
hough D

onley continued to perform
, w

ith and w
ithout Las

E
strellas, they lost w

idespread visibility, particularly in the then-exploding Tejano m
usic industry.

"A
ll these things w

ere happening at once," explains Isidoro López. "You had the new
er generation of Tejano

m
usicians perform

ing and recording. A
t first, only a few

 radio stations m
ight give an hour to Tejano m

usic. T
hen, all
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of a sudden, you had w
hole stations w

ith a Tejano m
usic form

at. P
rom

oters w
ere taking chances on the 'new

'

sound, and recording and getting airplay w
as real im

portant."

B
y the late S

eventies, Tejano m
usic had finally caught the attention of the m

usic industry. Labels like A
rista, S

ony,

and E
M

I created w
hole divisions devoted to Tejano or Latin m

usic, and began to pour m
oney into new

, young

m
usicians w

ho could appeal to a young and m
ore affluent audience. B

y the tim
e Tejano m

usic finally began to take

off, M
anuel D

onley w
as 50. T

hough m
any of his early com

positions are perform
ed and recorded by a new

er

generation of Tejano m
usicians including R

uben R
am

os and N
ash H

ernandez, the use of horns, and m
ore

im
portantly, the com

plex horn arrangem
ents D

onley created, w
ere being diluted or dropped altogether.

"M
anuel's m

usic, even w
hen it gets com

plex, he keeps it harm
onizing at fifths and thirds and so on," says Luis

Z
apata of G

atopardo P
roductions, w

ho first encountered D
onley's m

usic in 1995. "B
ut w

hen other groups try to do

his m
usic, the layers disappear because they can't keep it up."

"N
ow

adays, it's real hard to find a good horn player, because there's not m
uch dem

and for them
," says D

onley.

"T
he new

er Tejano m
usicians are hardly utilizing the saxophone, the clarinet, the trum

pet ó it's just keyboards and

synthesizers and all that. T
he hum

an elem
ent is gone."

Z
apata further points to the arrival of late-S

eventies easy listening m
usic as a factor in D

onley's disappearance

during the Tejano boom
.

"E
asy listening is based on sim

plicity w
ith arrangem

ents that are easy to digest. M
anuel never changed his sound.

N
ot because he w

as an idealist, I think, but because it w
as natural for him

 to keep it. B
ut the result w

as that

[com
m

ercially], he stopped being popular."

R
aúl S

alinas, an E
ast A

ustin-born w
riter and activist, takes a m

ore acerbic view
.

"I think M
anuel got passed by because the m

usic industry recognized a couple of m
arketing com

m
odities and w

ent

for the trendy. T
his society goes for the fax copy, instead of the original, w

hich is w
hat M

anuel is."

T
he accordion has such a prom

inent place in the Tejano m
usic of today, it's difficult to im

agine Tejano m
usic

w
ithout it. T

hat is, unless you're M
anuel D

onley. H
e does not use the accordion in any of his m

usic and his opinion

of it verges on blasphem
y to today's Tejano m

usic fans.

"It's a bad, tonic instrum
ent. It's not a legitim

ate instrum
ent, [because] it's lim

ited to one key. It's okay for rancheras

and for playing at the rancho grande or los laureles, and that's about it. You have to have at least tw
o or three

octaves to play [m
usic]. You have to have all 13 keys available, all flats and all sharps and all that. B

ut an

accordion? T
here's no w

ay I could use an accordion."

A
s the Tejano m

usic industry w
as com

ing to a rolling boil, D
onley's career cooled to a low

 sim
m

er, and he directed

his attention back w
here he began ó to the guitar and requinto. T

his tim
e, his interest w

as not in nailing rock &
 roll

riffs, but in continuing to m
aster classical guitar. W

hen bossa nova becam
e popular in the late S

eventies, D
onley

w
as in good form

.
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n
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photograph by John C
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"T
he first tim

e I heard an A
ndres S

egovia recording, I couldn't believe it," exclaim
s D

onley about the S
panish

classical guitar m
aster. "I couldn't believe it w

as one m
an. W

here did he get all those fingers? B
ut being as

ignorant and determ
ined as I w

as, I said, 'W
ell, I have one m

ind, like he does, and I have 10 fingers, like he does.'

S
o I forced m

yself to go buy som
e m

usic and I learned all the scales. A
ll those seven notes, I learned them

 inside

out. I explored all the com
binations. I said, 'M

usic can't be that com
plicated. It's only seven notes.' I forced m

yself

to learn all the classics on the guitar."

D
onley has been fortunate to have m

ade a living as a m
usician, even w

hen his visibility had faded. W
eddings and

social functions keep him
 occupied, as w

ell as teaching m
usic classes at H

uston-Tillotson C
ollege. O

ver the years,

he's w
ritten m

usic and arrangem
ents for several m

ovies, including R
em

em
ber the A

lam
o in 1954, Los Im

igrantes

in the late S
eventies, and local film

m
aker H

ector G
alan's Los M

ineros in the E
ighties. D

onley m
ay have retired in

relative obscurity had it not been for an em
pty stom

ach, an old jukebox, and a few
 loose coins.

"H
ow

 did I find M
anuel?" asks Luis Z

apata. "H
ere, [at the H

ernandez C
afe], in that jukebox over there. I w

as out

w
ith som

e friends that had played at the V
ictory G

rill, and w
e cam

e here for som
e food. I saw

 his nam
e and it

autom
atically attracted m

y attention because of his nam
e: 'M

anuel,' w
hich is H

ispanic, 'C
ow

boy,' W
estern, and

'D
onley,' Irish. I put som

e coins in and the m
usic cam

e out, and there w
as this sound, this big orchestra w

ith all

these horns and harm
onies, and such a beautiful voice."

A
 form

er intern w
ith local indie C

atfish R
ecords, and now

 associate producer of Latin A
lternative m

usic w
ith La

P
laga P

roductions, Z
apata w

as w
orking on a special project and invited D

onley to participate. T
he project w

as

never com
pleted, but it did get D

onley back into the studio after a 20-year absence. W
ith the support of Tary

O
w

ens, president of C
atfish R

ecords, M
anuel D

onley y Los E
strellas recently released their first C

D
, A

dios

C
hiquita, E

xitos de A
yer y H

oy.
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Z
apata is hopeful that the new

 C
D

 w
ill bring D

onley som
e m

uch-deserved recognition and introduce him
 to new

listeners. A
lthough the nature of Tejano m

usic, w
hich D

onley played a part in defining has changed, D
onley's

talent hasn't. "H
e's a true artist as w

ell as a m
usician," says Z

apata. "W
hich is allow

ing him
 to [m

ake a]

com
eback.'"

Is D
onley, at 70, ready to kick his career into high gear again? T

he gleam
 in his eye says "yes."

"I alw
ays w

anted to do anything that could be done," says D
onley, stopping to think a bit. "I alw

ays w
anted to

prove, to see if I w
as for real or not."

It's tim
e for the rest of the w

orld to know
 w

hat E
ast A

ustin has alw
ays know

n about one of their ow
n: M

anuel

D
onley is for real.  

M
anuel "C

ow
boy" D

onley w
ill perform

 at noon on S
unday, N

ovem
ber 29 at E

l G
allo R

estaurant in S
outh A

ustin
and F

riday, D
ecem

ber 4 at the C
ontinental C

lub. F
or m

ore inform
ation, or to purchase the C

D
, A

dios C
hiquita, call

Luis Z
apata at 512/302-5237.

C
opyright ©

 2022 A
ustin C

hronicle C
orporation. A

ll rights reserved.
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Texas-M
exican m

usic is a direct descendant 
of Spanish and M

exican m
usic w

hile also 
being a distinct regional form

. C
ontem

porary 
perform

ances by tejano artists include electric 
instrum

ents and reflect advances in audio 
technology. Yet, before the integration of 
am

plification, artists perform
ed m

úsica tejana 
w

ith acoustic instrum
ents. 1 T

he first tejano 
m

usicians and ensem
bles to “go electric” 

V
9
U

originated a new
 m

usic scene and altered the 
sound experience of their audiences. 

T
his new

 scene developed after W
orld W

ar II as other m
usic genres in the U

nited States 
experienced sim

ilar sonic changes. Am
plification m

oved the big band genre into rhythm
 

and blues, w
hile country m

usic’s W
estern sw

ing evolved into honky-tonk. T
he electric 

transform
ation of the guitar and bass fiddle into am

plified instrum
ents capable of producing 

augm
ented volum

e m
akes the electric guitar and bass m

echanically separate from
 its acoustic 

equivalents. 2 T
he expanded sound carried by electric guitar am

plifiers along w
ith the use of 

m
icrophones m

eant that large ensem
bles of nine to tw

elve m
em

bers could be brought dow
n 

to six to eight. T
he youth of the 1950s w

itnessed these collective transform
ations and actively 

altered the dynam
ics of popular culture at a fundam

ental level. A generational shift occurred, 
and dated trends and practitioners becam

e old-fashioned. Rock and roll, electric guitars, and 
youth sym

bolized the m
odern. 

M
anuel “C

ow
boy” D

onley is a trailblazer in tejano m
usic w

ho represents this m
om

ent 
of transition. As the arranger, guitarist, and lead vocalist for Las Estrellas (T

he Stars), 
D

onley transform
ed m

úsica tejana from
 a traditional acoustic sound into the m

odern electric 
sound that dom

inates tejano m
usic today. As a 2014 recipient of a N

ational Endow
m

ent for 
the Arts N

ational H
eritage Fellow

ship, the N
EA recognized D

onley for his contributions to 
the ethnic Am

erican m
usical tradition of orquesta tejana. According to D

onley, the m
odern 

tejano sound experience is electric, loud, am
plified, energetic, confident, and bilingual, and he 

asserts that these sonic m
arkers are a direct influence from

 rock and roll. D
onley explains the 

effect on orquesta tejana: “A new
 sound . . . just the guitar w

ith vocalist and lead on the guitar, 
you know. . . . T

hey considered m
e a m

onster.”
3 In D

onley, tejano m
usic w

elcom
ed its first 

electric guitar hero. 4 
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D
onley’s use of the w

ord “m
odern” for the change in 

sound experience from
 acoustic to electric provides another 

perspective to the current scholarship that describes “m
odern” 

orquestas tejanas in term
s of perform

ing a bim
usical repertoire 

that com
bines Anglo-Am

erican and M
exican-Am

erican 
m

usical cultures. T
he m

odern sound of m
úsica tejana is 

V
10
U

fundam
entally electric guitar, electric bass, and loud drum

s. 
D

onley used these instrum
ents along w

ith the alto saxophone, 
tenor saxophone, and trum

pet w
hen he established his 

am
plified orquesta tejana Las Estrellas in 1955 and created a 

sound distinct from
 his acoustic predecessors. 

T
his period of transition in the orquesta tejana ensem

ble 
from

 acoustic to electric prior to the introduction of the 
electric organ represents a lacuna in the existing historical 
narrative that m

erits attention and research to credit the 
groundbreaking efforts of D

onley and his contem
poraries. 

C
urrently, the popular discourse regarding the “pioneers” of 

m
odern tejano m

usic begins w
ith the 1960s and fails to 

account for the contributions of m
usicians in the 1950s. In 

academ
ic circles, the im

pacts on m
úsica tejana of the electric 

guitar and electric bass as w
ell as the popularity of rock and 

roll hits such as “Rock Around the C
lock,” “M

aybellene,” 
and “La Bam

ba” have yet to be fully uncovered. T
his gap in 

scholarship stands in stark contrast to the exhaustive treatm
ent 

of the electrification of guitar in blues, country, and rock and 
roll. Tejano m

usic, like other ethnic m
usic such as bluegrass, 

jazz, and blues, m
erits closer exam

ination through its central 
position in the Texas m

usic narrative and, by extension, the 
regional m

usic of the Southw
est and the national m

usic of the 
U

nited States. 
T

hrough the incorporation of electrified instrum
ents, 

m
úsica tejana em

barked on a progression that parallels 
developm

ents in Anglo- and African-Am
erican popular m

usic. 
Am

plification produced a sonic distinction and separated 
the ensem

ble instrum
entation into the categories of m

odern 
electric and traditional acoustic. M

anuel “C
ow

boy” D
onley 

introduced the electric sound to the m
úsica tejana scene in 

Austin, Texas, in 1955, and his m
usical advances and extensive 

m
usical legacy assist in establishing a new

 narrative of the 
m

odern electric tejano scene’s origins and its accom
panying 

cultural phenom
enon in the 1950s. 

D
onley’s story also underscores C

entral Texas as a m
ajor 

player in a conversation that has often focused on San Antonio, 
C

orpus C
hristi, and the R

io G
rande Valley. T

he Austin urban 

area supplies m
úsica tejana w

ith creators such as guitarist and 
band leader M

anuel “C
ow

boy” D
onley and producers such 

as Ben M
oncivais of Valm

on Records. Little Joe H
ernandez, 

the m
ulti-G

ram
m

y-w
inning orquesta tejana icon from

 Tem
ple, 

Texas, says of D
onley, “H

e certainly w
as one of m

y m
usical 

heroes.”
5 Perform

ing artists from
 m

etropolitan areas of Texas 
such as Austin, along w

ith the associated m
usic industry, m

ust 
be represented w

ithin the tejano m
usic narrative. 

In 1955 w
hen D

onley electrifies m
úsica tejana, the sw

itch 
reverberates throughout the entire genre in a revolutionary 
shift aw

ay from
 soft ballroom

 instrum
entals to loud popular 

narrative m
usic. T

his transition m
arks a m

ilestone in the 
developm

ent and progression of m
úsica tejana, and at its 

center is D
onley, a tw

enty-seven-year-old guitarist directly 
influenced by country m

usic and rock and roll. As a product 
of the Austin tricultural soundscape, a bilingual D

onley creates 
m

usical innovations w
ithin his M

exican-Am
erican bicultural 

identity in response to his lived experiences. In addition, he 



M
anuel “C

ow
boy” D

onley:

O
riginator of A

ustin's M
odern Tejano M

usic Scene

seized the rock and roll m
usic of a generation in their teens 

and tw
enties and fused that electric and sonic energy w

ith 
m

úsica tejana. T
his new, original sound laid the foundation for 

the contem
porary scene. 

A
 Sound Influenced by the A

ustin 
Soundscape 

D
onley is a cultural product of his geography, and his 

m
usical style reflects his lived experience. H

is fam
ily heritage 

is Tejano-Irish on his father’s side and M
exican national 

on his m
other’s side. 6 W

ith his fam
ily’s arrival in Austin 

during his childhood, he becam
e bilingual and bicultural, a 

resident of M
exico de Afuera. 7 As a first-generation M

exican 
Am

erican grow
ing up in East Austin, his M

exican-Am
erican 

neighborhoods bordered African-Am
erican neighborhoods. 

M
anuel Peña, in T

he M
exican Am

erican O
rquesta, uses 

biculturalism
 to refer to a synthesis of tw

o cultures, Am
erican 

and M
exican, including “the m

ost dynam
ic of all bicultural 

practices—
bilingualism

 and bim
usicality.”

8 T
his concept has 

relevance for the experience of m
any M

exican Am
ericans. 

Yet, Yolanda Broyles-G
onzalez’s discussion of cross-cultural 

m
usical bonding and interethnic m

usical conversations 
m

ay be a better fit for the M
exican-Am

erican population in 
Austin in the 1950s. Broyles-G

onzalez describes how
 “m

usical 
languages have frequently crisscrossed cultural, ethnic, class, 
and supposed national borders—

a testim
ony both to the 

lived proxim
ity of diverse cultures and to the transgressive 

m
agnetism

 of m
usical cultures across social boundaries of 

class, ethnicity, gender, sexuality, and georegion.”
9 Another 

explanation that is inclusive of the African-Am
erican 

cultural influences of a city like Austin on the m
usic 

of a M
exican Am

erican like D
onley is Jose B. C

uellar’s 
concept of transculturation as “the com

plex com
bination of 

synchronizing and synthesizing processes that adopt and adapt, 
m

eld and blend, com
bine and fuse diverse cultural elem

ents 
into som

ew
hat new

 cultural expressions in innovative and 
inventive w

ays.”
10 

T
he radio airw

aves of Austin in the 1950s predom
inantly 

offered English-language program
m

ing, but Spanish-language 
broadcasting w

as also available on K
T

X
N

 1370 AM
. Both 

radio and television broadcasted a tricultural m
ix of Anglo- 

and African-Am
erican w

ith M
exican-Latin m

usic. T
he cross-

cultural Austin soundscape influenced D
onley’s guitar sound, 

and his position as a guitar-playing bandleader m
eant that 

he stood out in an orquesta scene w
here other band leaders 

such as Balde G
onzalez, Beto V

illa, Isidro Lopez, and O
scar 

M
artinez played saxophone, clarinet, or trum

pet. 11 

M
an

u
el’s fath

er R
am

ón
 D

on
ley w

ith
 early b

an
d

. 
C

ou
rtesy of M

an
u

el D
on

ley an
d

 th
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u
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u
seu

m
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A
nglo C

ow
boys, M

exican C
ow

boys, 
“C

ow
boy” D

onley 
H

ow
 did M

anuel D
onley com

e to be called “C
ow

boy,” and 
w

hat m
ight the m

oniker tell us about m
id-tw

entieth-century 
V
11
U

Texas? O
n the m

ost basic level, the ranching and agrarian life 
in Texas links Anglos and M

exicans. D
onley w

as raised in an 
urban area w

ith strong connections to nearby rural spaces. 
Both orquesta band leaders and conjunto accordion players 
recognized his skill as a guitarist. In Texas-M

exican C
onjunto, 

Peña separates the Texas-M
exican conjunto ensem

ble from
 the 

orquesta by class divisions, citing perceptions that orquesta w
as 

m
ore “sophisticated” and “high society.” W

ith its use of bolero 
and danzón, orquesta developed m

iddle-class connotations, 
w

hile conjunto m
aintained its w

orking-class identity w
ith 

m
úsica ranchera (country m

usic) expressing “the existence of 
hacienda and rural life.”

12 Broyles-G
onzalez discusses m

úsica 
ranchera as songs that signify “that rural place of origin, know

n 
as ‘el rancho,’ w

here w
e lived before w

e m
oved to the cities 

and w
here the people can trace their deepest roots: the land.” 

In that geographic space, com
m

unities w
ere bound together 

by the subsistence farm
ing of corn, squash, and beans and life 

in little houses. 13 

Yet, I extend that the “rancho” is not just a sociocultural 
origin but a life that is indivisible from

 m
usic. R

anch living 
connects to lifecycle rituals built on a soundscape that 
accom

panies birth, adolescence, courtship, m
arriage, and 

death. Birth has the m
añanitas (m

orning songs). C
ourtship 

has serenatas (serenades), and death has la despedida (goodbye 
song). 14 T

he songs of this life are not just rancheras (country 
songs); they are also rom

anticas (rom
antic songs). Even the 

m
ost m

asculine of caballeros (horsem
en) can get lonely on a 

self-sustained ranch, and their thoughts w
ill turn to love and 
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ey all had

 a g
u
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b
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 an
d
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com
panionship. T

he archetype of “El C
aballero” of knightly 

legend w
ho protects his hom

e, his fam
ily, and his com

m
unity 

and falls in love w
ith a beautiful dam

a (m
aiden) encom

passes 
the them

es of both ranchera and rom
antica. 

So, the m
usic of D

onley’s youth com
bines the ranchera and 

rom
antica under the larger archetypes of “El M

úsico” (T
he 

M
usician) and “El C

aballero” w
ithin “T

he H
ero” subtype 

of “El C
harro C

antor” (T
he Singing C

harro) represented 
in M

exico by Jorge N
egrete and Pedro Infante and in the 

U
nited States under the hero archetype of the “Singing 

V
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C
ow

boy” represented by G
ene Autry and Roy Rogers. A 

charro (M
exican horsem

an) differs from
 a cow

boy in the 
charro’s participation in the charrería, the equestrian sports 
of M

exico upon w
hich the N

orth Am
erican rodeo is built. 15 

T
he film

 careers of these m
en represented a parallel cultural 

iconography that w
as available to D

onley in tw
o languages. 

T
he popularity of their film

s m
ade m

ovie stars of N
egrete, 

Infante, Autry, and Rogers. Relevant to D
onley’s form

ative 
years are Infante’s Los Tres G

arcía (T
he T

hree G
arcías) in 1946 

in w
hich he sings a version of “C

ielito Lindo” (“Lovely Piece of 
H

eaven”), follow
ed by N

egrete in 1948 w
ith Allá en El Rancho 

G
rande (O

ut on the Big Ranch) w
ith a perform

ance of the song 
of the sam

e nam
e. 16 T

he com
pelling sim

ilarities of ranch life 
brought the Spanish “C

ielito Lindo”
17 and “Allá en el Rancho 

G
rande”

18 into the singing cow
boy repertoire as docum

ented 
in Songs of the W

ild W
est and For a C

ow
boy H

as to Sing, 
respectively. T

hree of Autry’s film
s, Rancho G

rande (1940), 
D

ow
n M

exico W
ay (1941), and T

he Big Som
brero (1949) 19 have 

relevance w
ith their inclusion of M

exican tunes and English 
versions of the M

exican boleros “Solam
ente U

na Vez” (“You 
Belong to m

y H
eart”) and “M

aria Elena.”
20 Rogers’s film

 
Song of Texas features “C

ielito Lindo” am
ong other W

estern 
standards such as “M

exicali Rose.”
21 

D
onley shared his ow

n boyhood m
em

ories of these film
 

stars and his desire to learn to play guitar: “O
f course, I love 

cow
boys, you know. I’d go to the m

ovies. . . . C
ow

boys w
ere 

m
y heroes, you know

 . . . and I start playing the guitar . . . 

because I love cow
boys and they w

ould alw
ays have a guitar 

and sing to a señorita. . . . T
hen I started playing the guitar 

and attracting girls.” W
hen asked to rem

em
ber a song that 

one of those cow
boys w

ould sing to a señorita (a single young 
w

om
an), D

onley started strum
m

ing and singing, “D
eep 

w
ithin m

y heart lies a m
elody, a song of ole San Antone . . . 

rose of San Antone.” H
e continued, “I used to love country 

m
usic . . . and I have the guitar and ‘H

ey, leave that thing at 
hom

e.’ O
h no, I love to carry the guitar around. I w

as about 
fourteen or fifteen and I start singing. T

hey start ‘postero,’ 

cedar chopper, you know, postero, hillbilly, all kinds of different 
nam

es, you know, but heck I didn’t care. I loved the guitar 
and songs.”

22 I am
 not sure how

 m
any fam

ous singing cow
boys 

sang “San Antonio Rose” w
hen it becam

e popular, but w
hat 

is certain is that Bob W
ills and his Texas Playboys becam

e 
“national figures in Am

erican m
usic” in 1940 (D

onley w
ould 

have been tw
elve) w

hen their recording of “N
ew

 San Antonio 
Rose” received a gold record and their style began to be called 
W

estern sw
ing. 23 

T
he story of how

 a teenage D
onley received his m

oniker 
“C

ow
boy” m

akes perfect sense because none other than a singing 
cow

boy w
ould w

alk the streets of Austin w
ith a guitar in hand: 

I w
as standing in front of C

isco’s bakery on 6
th 

street w
ith a guitar and D

el M
artinez cam

e, “M
anuel 

you turn right there,” and he said, “C
ow

boy” (in a 
loud voice) because of m

y guitar, you know. All the 
people looked around and the guy said, “C

ow
boy? 

C
ow

boy? C
ow

boy?” because of the guitar. You know
 

G
ene Autry, Roy Rogers and all that, they all had 

a guitar. And that w
as the beginning of the nam

e 
“C

ow
boy” D

onley, right there on 6
th and C

om
al. 24 

Peña attributes the “rancheroization” of the orquestas in 
the late 1950s to Isidro Lopez, as he em

phasized the ranchero 
elem

ents of orquesta in w
ays that aligned the genre w

ith 
w

orking-class conjunto. Likew
ise, I argue that M

anuel D
onley’s 
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O
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usic Scene

singing cow
boy stage presence and caballero archetype 

superseded previous separations betw
een w

orking-class 
and m

iddle-class and canciones rancheras and rom
anticas. 

Isidoro Lopez, a long-tim
e Austin-area disc jockey, explained 

the m
oniker and change in m

usic scene in a 1998 article: 

You cannot underestim
ate w

hat that did. 
T

hat [perform
ance] style m

ade it m
ore loose, m

ade 
[Las Estrellas] m

ore accessible to the public. It also 
helped break dow

n the stereotype of orquesta 
m

usic being rigid. You have to rem
em

ber, w
e w

ere 
all w

orking people, blue collar w
orkers—

it w
as a 

question of attitude and perception. 25 

T
he tejano com

m
unity of Austin em

braced “C
ow

boy” 
D

onley through the undeniable m
ass appeal of the troubadour 

w
ho tells his tales of hom

e and love through song in 
dancehalls, bars, and ballroom

s. Today, ranching traditions 
and cow

boy im
ages continue as a source of creativity in 

m
úsica tejana. 

M
anuel “C

ow
boy” D

onley – 
“T

he H
ottest G

uitar in Texas”
26 

D
onley w

as born in D
urango, M

exico, in 1928, and m
oved 

to Austin w
ith his fam

ily w
hen he w

as seven. H
is father, 

R
am

ón D
onley, had a m

usical career in M
exico as a violinist 

w
ith the D

urango m
unicipal sym

phony. In Austin, his father 
w

as a barber and a m
usician. 27 H

is m
other, D

olores Q
uiñones, 

loved opera, and her sister perform
ed it. 28 By age eleven, he 

had taught him
self to play the classical guitar 29 and then later 

the requinto, a guitar tuned a fourth higher than a standard 
guitar and invented by Alfredo G

il of trio Los Panchos for 
use in introductions and interludes as a lead instrum

ent in a 
bolero trio ensem

ble. 30 C
hurch festivals and street fairs w

ere 
his perform

ance venues w
ith his brother Robert w

hen he w
as 

seventeen. 31 

T
he bolero trio genre is of particular interest to this study, 

w
ith D

onley’s prim
ary instrum

ent in his form
ative guitar stage 

being the requinto. H
e also credits the early developm

ent of 
his requinto guitar stylings to the m

entorship of the m
em

bers 
of Trio Latino that included Tom

ás Rivera, Ike Puente, and 
Trini Estrada. 32 T

his group m
ostly covered songs by trio Los 

Panchos, a bolero trio form
ed in 1944 in N

ew
 York C

ity by 
M

exicans Jesús “C
hucho” N

avarro and Alfredo “G
üero” G

il, 
and Puerto Rican H

ernando Avilés. 33 Yolanda M
oreno Rivas 

recognizes the profound im
pact of Los Panchos: “El año 1948 

m
arco la aparicion de Los Panchos y el principio del apogee de los 

trios. El predom
inio de las suaves voces m

asculinas, las guitarras 

M
an

u
el D

on
ley. C

ou
rtesy of M

an
u

el D
on

ley. 

y el inflatable requinto creo un nuevo tipo de bolero y de cancion 
rom

antica (T
he year 1948 m

arked the appearance of Los Panchos 
and the beginning of the rise of the trios. T

he prevalence of soft 
V
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m
asculine voices, the guitars, and the inflatable requinto created 

a new
 type of bolero and rom

antic song).”
34 

In 1949, D
onley form

ed Los H
eartbreakers and perform

ed 
m

ostly instrum
entals until a gig at Parque Zaragoza in Austin. 

A reluctant D
onley sang “La M

ucura” (“T
he Earthenw

are 
Jar”), a popular C

olom
bian cum

bia, for a dem
anding crow

d. 
H

e shared w
ith Juan C

astillo, “T
here I becam

e fam
ous, but 

I never w
anted to be a vocalist. T

he guitar, that w
as m

y 
passion.”

35 In his text La C
anción M

exicana, V
icente M

endoza 
rem

arks that “el instrum
ento favorito para el acom

pañam
iento 

de la cancion es la guitarra y así debió de ser desde los principios 
(T

he favorite instrum
ent for the accom

panim
ent of the song 

is the guitar and it has been that w
ay since the beginning).”

36 

After D
onley’s breakthrough perform

ance, he played w
ith 

as m
any bands as he could w

hile still being available for Los 
H

eartbreakers. 37 H
e could be found sitting in w

ith the Ruben 
Perez orquesta, C

onjunto C
ielito Lindo, and the Brazos Bar 

m
usicians. 38 It w

as during this tim
e that D

onley “bought an 
old pick-up in a second hand shop and put it on an acoustic 
guitar and m

ade it electric.”
39 H

is association w
ith a variety of 

ensem
bles reveals D

onley’s enthusiasm
 for his instrum

ent and 
eagerness to advance his m

usicianship. D
onley attributes his 

decision to sw
itch to electric guitar to his skill on the requinto 

and the opportunity to display his flair: “N
o one else could do 

all the pickin’. T
hey w

ould strum
.”

40 In addition, this genre 
diversity dem

onstrates that he w
as perform

ing outside the 
socio-econom

ic class distinctions of m
iddle-class orquesta and 

w
orking-class conjunto theorized by Peña. 
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According to Sarah W
im

er, D
onley “m

ade his first electric 
guitar using a single-edge razor to carve the body and 
attaching the fret board from

 a broken instrum
ent.”

41 W
hile 

not an exact m
atch to Les Paul’s story behind the creation of 

V
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his electric guitar, “the Log,” w
hich w

as m
ade of a four-inch 

by four-inch strip of w
ood, an Epiphone guitar neck, and 

pickups, both stories dem
onstrate a capacity on the part of the 

m
usician for “do-it-yourself” construction. 42 W

hen asked w
hy 

he constructed his first electric guitar, D
onley’s response w

as 
econom

ic in nature: “Because Fender guitars started at $300.”
43 

D
onley w

as also passionate about rock and roll, citing Fats 
D

om
ino, Little R

ichard, Bo D
iddley, and C

huck Berry as 
his favorites. 44 Fats D

om
ino appeared on the pop chart in 

1952, and by late 1956 “Blueberry H
ill” clim

bed to num
ber 

tw
o. D

om
ino recorded his ow

n songs and arranged pop, big 

M
a

n
u

el D
on

ley
 y

 Las E
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s O
rq

u
esta

, “Q
uizas Tengas 

R
azon” on

 C
rescen

t R
ecord

s. C
ou

rtesy of M
an

u
el D

on
ley. 

band, and country standards into his style. 45 D
onley m

ade 
his ow

n m
usical arrangem

ent of “Blueberry H
ill” for live 

perform
ances. 46 In 1955, Bo D

iddley featured the syncopated 
percussive rhythm

 know
n as the “ham

bone” rhythm
 in his 

song “Bo D
iddley,” and Little R

ichard recorded “Tutti Frutti,” 
w

hich entered the charts by the end of the year. C
huck 

Berry’s “M
aybellene” becam

e a num
ber one hit on the rhythm

 
and blues chart and num

ber five on the pop chart in 1955. 
Berry authored songs for teenagers w

ith stories of school, 
autom

obiles, and love, and his electric guitar solos set a new
 

standard for all w
ho cam

e after him
. 47 In the 1950s, young 

people w
ere draw

n to m
usical groups that spoke to their high 

school experiences, and they developed an intim
ate bond 

w
ith the m

usic. 48 D
onley also enjoyed Bill H

aley and Larry 
W

illiam
s, and popular songs like “C

. C
. R

ider” and “M
op 

R
ag Boogie.”

49 Bill H
aley’s “Rock Around the C

lock” in 
1955 w

as the first rock and roll song to reach num
ber one 

on the pop chart, w
hich m

arks a pivotal m
om

ent for rock 
and roll entering the m

ainstream
. H

e also had five songs on 
the rhythm

 and blues chart, w
hich supports the view

 that 
rock and roll as a genre broke dow

n social barriers during the 
1950s. 50 D

onley’s love for these early rock and roll records and 
the influence of the resulting youth culture w

ere tim
ely in the 

establishm
ent of his ow

n orquesta. 
O

n Friday, M
ay 15, 1959, Austin’s new

 C
rescent record 

label debuted their first recording w
ith D

onley and billed 
him

 as “T
he H

ottest G
uitar in Texas.” W

ith this advertised 
proclam

ation, D
onley em

erged onto the Texas m
usic scene as 

an artist to w
atch. T

he record release party, w
hich offered one 

free record to the first one hundred girls at C
ity C

oliseum
, w

as 
titled “PAN

 AM
ER

IC
AN

 FIESTA-D
AN

C
E AN

D
 FRO

LIC
.” 

D
onley and Las Estrellas w

ere prom
oted as “2 BAN

D
S IN

 
O

N
E, Playing R

hum
bas, M

am
bos, C

ha C
ha C

ha, and a Long 
Selection of RO

C
K

 AN
D

 RO
LL.”

51 T
he advertisem

ent also 
includes the address for C

ar-Val Studios as 906 1/2 C
ongress 

Avenue along w
ith ticket inform

ation. 
D

onley m
ade the C

rescent recording for Irene C
ouravallos, 

w
ho ow

ned the studio on C
ongress Avenue. According to 

D
onley, she contacted representatives from

 N
ew

 York, and 
they brought the sound recording equipm

ent necessary to 
create 45 rpm

 records. She is listed as the songw
riter for 

the bolero cha cha “Lluvia en M
i C

orazon” (“R
ain in M

y 
H

eart”), w
hich is backed w

ith the polka “Q
uizas Tengas 

Razon” (“M
aybe You’re R

ight”), w
ritten by Fred Salas. T

he 
label also designates the publisher as C

ar-Val Pub. 52 H
ow

ever, 
the C

rescent recording w
as not D

onley’s first experience in a 
studio. In 1953, he recorded “C

onjunto C
ielito Lindo,” w

hich 
consisted of Julio R

am
irez on accordion, the Flores brothers—

 
C

resencio “C
hencho” on guitar and Frank on bajo sexto, 
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G
aitano Rodriguez on upright bass, and D

onley on requinto. 
T

hey traveled to San Antonio for a session w
ith M

anuel 
R

angel, Sr. at C
orona Records. 53 

E
stablishing Las E

strellas and the C
reation 

of a N
ew

 M
usic Scene 

English literary critic R
aym

ond W
illiam

s offers a useful 
m

odel for thinking through historical shifts in m
usic genres 

as cultural form
ations, as he argues that any cultural m

om
ent 

w
itnesses an overlapping of dom

inant, residual, and em
ergent 

form
s. T

he residual elem
ents of culture contain characteristics 

of the past, w
hile the dom

inant m
aintains the present, and 

the em
ergent puts forth new

 ideas. 54 T
his fram

ew
ork can 

be applied to m
úsica tejana, our discussion of the orquesta 

ensem
bles, and the accom

panying stylistic changes introduced 
by D

onley. T
he orquestas tejanas w

ere products of their post-
W

orld W
ar II tim

e and em
erged to replace the dom

inant 
orquestas típicas of the late 1930s and early 1940s. T

his tejano 

V
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form
 of the orquesta then dom

inated the scene and influenced 
m

úsica tejana, leaving the orquesta típica in the residual past. 
T

hen in 1955 w
ith the introduction of the electric guitar—

 
D

onley’s m
om

ent—
the m

odern electric orquesta em
erges. As 

the m
odern electric sound rises to the dom

inant culture, the 
traditional acoustic orquesta falls into the residual space. T

his 
process of recognizing cultural m

om
ents as dom

inant, residual, 
and em

ergent form
s disrupts the periodization that dom

inates 
the literature on Texas-M

exican m
usic, m

ost notably the w
orks 

of M
anuel Peña and G

uadalupe San M
iguel. In Tejano Proud, 

San M
iguel identifies tw

o eras during our period of study as 
“Post-W

orld W
ar II D

evelopm
ents, 1946-64” and “Before the 

Arrival of the M
ajor Record Labels, 1964-89.” Follow

ing the 
W

illiam
s m

odel, D
onley and his contem

poraries w
ho originate 

the m
odern electric sound constitute a distinct era, a period 

from
 1955 to 1964 during w

hich they em
erged onto the 

m
usic scene and dom

inated the sound w
hile acoustic orquestas 

drifted into the residual past. T
he next new

com
ers, Little Joe 

and Sunny O
zuna, w

ith their tejano m
usic m

arket breakout 
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hits “Por U
n Am

or” (“Because of a Love”) and “C
ariño N

uevo” 
(“N

ew
 Sw

eet Love”) in 1964, respectively, appeared on the 
scene and initiated the decline of the 1950s originator groups. 
Little Joe’s biggest hit “Las N

ubes” (“T
he C

louds”) in 1972
55 

m
arks his suprem

acy until 1977 w
hen M

azz em
erged w

ith the 
release of their first album

 w
ith C

ara Records. 56 So, I propose 
that the tw

o periodizations, 1946-64 and 1964-89, should be 
expanded to four, 1946-55, 1955-64, 1964-77, and 1977-
89, w

hich m
ore accurately reflect cultural developm

ents and 
m

usical innovations w
hile m

aking space for the trailblazing 
efforts of the m

odern electric groups from
 the 1950s. 

T
hroughout the late 1940s and early 1950s, Austin had 

m
ultiple orquestas tejanas that reproduced a big band sound 

w
ith a soft rhythm

 section and acoustic string instrum
ents. 

T
hese orquestas included the E.R

. Flores O
rquesta, Ruben 

Perez O
rquesta, Laurence Salas O

rquesta, N
em

ecio C
arm

ona 
O

rquesta, C
hano C

arm
ona’s O

rquesta C
aribe (C

aribbean 
O

rchestra), C
atarino R

ios O
rquesta, M

atias Velasquez O
rquesta, 

and N
ash H

ernandez O
rquesta. M

ost of these orquestas used 
stock big band arrangem

ents or traveled to the Acosta M
usic 

C
om

pany in San Antonio to purchase popular sheet m
usic 

perform
ed by orchestras in M

exico. 57 

In photos from
 the Texas M

usic M
useum

, both guitarist 
D

onley and drum
m

er Em
ilio V

illegas (w
ith a drum

 set 
including bass, snare, high hat, cym

bal, and possibly tom
s or 

bongos) are m
em

bers of the Ruben Perez orquesta in 1953. 
T

he picture show
s one m

icrophone and additional band 
m

em
bers in the back row, including Andrew

 C
antu (trum

pet), 
M

anuel Espinosa (trum
pet), M

ike Espinosa (stand-up bass) 
and in the front row, M

anuel Sifuentes (sax), Ruben Perez 
(sax), Ernest Perez (sax), and C

arm
en Perez (m

aracas and 
vocal). D

onley is also pictured as a guitarist w
ith the C

arm
ona 

O
rquesta (w

ith one m
icrophone) w

hose band m
em

bers include 
Salvadore Reyna, E.R

. Flores, V
ictor Lozano (all on trum

pet), 
C

hris C
arm

ona, C
hano C

arm
ona, N

em
ecio C

arm
ona (all 

on sax), w
ith M

acario C
arm

ona (bass drum
, snare, possibly 

m
ore), Albert Am

ezquita (piano), and M
ike C

arm
ona (unable 

to determ
ine). 58 D

onley and V
illegas as m

em
bers of orquestas 

tejanas w
ere participants in the acoustic orquesta m

usic scene 
and not only w

itnessed the transform
ation into the electric era 

but w
ere instrum

ental in the creation of a new
 ensem

ble style: 
orquesta am

plificada. 
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M
anuel “C

ow
boy” D

onley:

O
riginator of A

ustin's M
odern Tejano M

usic Scene

In 1955, D
onley form

ed his ow
n orquesta, Las Estrellas, 

driven by his new
 electric guitar sound. T

he self-taught 
guitarist also studied m

usic theory and w
rote m

ost of the 
group’s m

usical arrangem
ents. T

he original Las Estrellas w
ere 

Rudy Sanchez (tenor sax), Joe Sanchez (alto sax), Andrew
 

Zuniga (trum
pet), Em

ilio V
illegas (drum

 set), and M
ike Am

aro 
(electric bass). 59 T

hey w
ere also self-taught and knew

 how
 

to read m
usic. T

he m
usical know

ledge of the group allow
ed 

D
onley to create expressive horn and saxophone arrangem

ents 
for traditional M

exican rancheras, polkas, boleros, and ballads 
using Am

erican influences from
 big band, rock and roll, and 

rhythm
 and blues. 60 D

onley also changed the instrum
entation 

of orquesta by “plugging his guitar into an am
plifier, replacing 

the stand-up bass w
ith an electric one and brush drum

s w
ith 

drum
sticks.”

61 

D
onley’s ensem

ble follow
ed San M

iguel’s description 
of post-W

orld W
ar II orquesta tejana w

ith its continuing 
reliance on the saxophone. 62 H

ow
ever, D

onley em
phasized 

the am
plified guitar and bass as the sonic m

arkers that 
distinguished his group from

 the contem
poraneous orquestas 

of Beto V
illa and Isidro Lopez. T

he use of electric guitar in his 
ow

n band w
as com

plem
ented by the incorporation of electric 

bass. D
onley explains the stand-up bass “w

ould not produce 
the clear note to m

ake a harm
ony w

ith the electric guitar.”
63 

According to M
ike Am

aro, a guitarist w
ho first m

et D
onley 

in 1945, D
onley approached him

 about playing the upright 
bass for Las Estrellas, but w

ithout any know
ledge of the 

upright bass, Am
aro declined. T

hen D
onley suggested he 

consider helping them
 out by purchasing an electric bass. 

Am
aro agreed and w

ent to J.R
. Reed M

usic C
om

pany at 902 
E. 5th Street, w

here he financed an electric bass and am
plifier. 

Prior to joining Las Estrellas, Am
aro had perform

ed trio style 
w

ith D
onley for occasional gigs. In teaching him

self the 
electric bass, Am

aro applied his guitar know
ledge, relating the 

four strings of the bass to the top four strings of the guitar. 
H

e explains, “So I just put it in m
y m

ind that I’m
 going to 

play it like it’s a guitar.”
64 In discussing the function of the 

bass, Am
aro shares that “the bass is driving the m

usic . . . the 
dancers and all that.”

65 

D
onley’s fans adopted the new

 loud, m
odern sound, and 

soon the group w
as in dem

and across C
entral Texas. As w

ord 
spread, other bandleaders cam

e to see Las Estrellas and 
incorporated D

onley’s ideas into their ow
n acts. 66 Am

ong 
these bandleaders w

ere M
anny G

uerra from
 San Antonio 

and Johnny C
anales from

 C
orpus C

hristi. 67 T
he band’s fam

e 
grew, and so did their tours of the state, from

 D
allas to the 

R
io G

rande Valley. 68 Beto V
illa him

self even contracted Las 
Estrellas to perform

 for N
ew

 Year’s Eve in 1958 and 1959 at 
the Beto V

illa Ballroom
 in Falfurrias, Texas. As his m

usical 
career progressed, D

onley eventually had youngsters such as 
Sunny O

zuna, Freddie M
artinez, Juan Perez, O

scar M
artinez, 

and Johnny H
errera as his opening acts. 69 

M
ike C

arm
ona, w

hile not an original m
em

ber of Las Estrellas, 
perform

ed w
ith D

onley in the early years. As a m
usic historian, 

C
arm

ona affirm
s that M

anuel “C
ow

boy” D
onley and Las 

V
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Estrellas revolutionized m
odern tejano m

usic by shifting the 
orquesta tejana paradigm

 to a unified rhythm
 section built 

on the electric guitar, electric bass, and drum
s. C

arm
ona also 

attributes the key elem
ents of m

odern tejano m
usic to D

onley 
y Las Estrellas through the distinct guitar style of D

onley, the 
shortened separated bass notes of Am

aro, and the high-hat/ 
snare com

bination of Em
ilio V

illegas and positions this 
sonic arrangem

ent years ahead of Little Joe y La Fam
ilia, the 

iconic orquesta tejana of the 1960s. 70 In addition, C
arm

ona 
extends D

onley’s innovations beyond orquesta tejana to tejano 
m

usic in general by differentiating m
ultiple characteristics 

betw
een his band and other contem

poraneous groups. Beto 
V

illa, Balde G
onzalez, and Isidro Lopez relied on fifteen to 

tw
enty m

em
bers, the stage delivery of the big band era w

ith 
m

usicians sitting dow
n, long versions of instrum

ental tunes, 
predom

inantly ballroom
 dance rhythm

s such as danzón and 
w

altz, and jazz com
positions by G

lenn M
iller and Tom

m
y 

D
orsey. D

onley, how
ever, featured six m

em
bers, the stage 

delivery of country and w
estern perform

ers w
ith m

usicians 



standing up, adaptations of popular m
usic, predom

inantly 
social dance rhythm

s such as polka and bolero, and Am
erican 

rock and roll. 71 

W
hen asked about the com

petition from
 other orquestas in 

Austin regarding D
onley’s new

 sound and rhythm
 com

bination, 
long-tim

e friend and form
er dance prom

oter Leon H
ernandez 

em
phasized the profound influence of D

onley’s sound: 

Everybody picked it up. All the bands. Fred Salas, 
I m

ean Laurence Salas, even the conjuntos that w
ere 

around. T
he people that w

ere playing in the bars, 
‘cuz there w

as fifteen bars dow
ntow

n, each one of 
them

 had a dance every Saturday night. T
hey all had 

their bass guitars, their drum
s, guitar, and accordion 

and they all picked it up quick. . . . C
onjunto 

. . . didn’t have no drum
s, it didn’t have no guitar 

(electric), it only had the accordion, it didn’t have no 
bass. It w

as accordion, guitar and tololoche (stand-up 
bass) the three, that w

as a conjunto. 72 

In this account, H
ernandez designates D

onley as the 
V
18
U

originator of the m
odern electric tejano sound in Austin. T

he 
popularity of D

onley’s am
plification of the guitar and bass in 

com
bination w

ith the drum
 set m

oved across the tejano m
usic 

ensem
bles, from

 orquesta to conjunto. In addition, D
onley’s 

incorporation of the rock and roll rhythm
 influenced conjunto 

m
usic as w

ell. T
here w

ould be no need for a drum
 set w

ithout 
im

plem
entation of the kick drum

 on the dow
nbeat and the 

high hat/snare com
bination on the upbeat. D

onley shifted 
the entire sound of tejano m

usic in Austin as m
usicians 

reproduced his new
 style. 

W
hile prior to the 1950s, orquestas m

ay have existed on 
both sides of the U

S-M
exico border, Reyna discusses factors 

such as m
usic education in public schools and lack of financial 

resources as reasons for the lack of developm
ent of the sam

e 
type of orquesta to develop in M

exico. T
he equivalent of the 

m
odern orquesta tejana does not exist in M

exico, w
hich m

akes 
it a m

usical ensem
ble distinct to the tejano com

m
unity. 73 

D
onley and his contem

poraries originated a uniquely Texas-
M

exican m
usical form

. 

T
he “P

laces” of the A
ustin 

Tejano M
usic Scene 

T
he late 1950s offered unique entertainm

ent for M
exican-

Am
erican m

usic fans. T
he popular bands com

peted at various 
venues for the crow

d’s affection in battle dances. D
onley’s 

Las Estrellas participated in these contests and w
ere often 

victorious. A particularly significant battle dance took place 

at the Skyline C
lub in 1957. T

he country venue on N
orth 

Lam
ar at Braker Lane (infam

ous as the site of the last concerts 
of both H

ank W
illiam

s, Sr. and Johnny H
orton) hosted 

M
exican dances on Sunday nights. T

his particular battle dance 
featured the popular orquesta of Isidro Lopez from

 the C
orpus 

C
hristi area alternating songs w

ith “C
ow

boy” y Las Estrellas. 74 

Lopez’s ensem
ble consisted of four saxophones, four trum

pets, 
piano, upright bass, brush drum

s, and soft electric guitar. 75 Las 
Estrellas w

as com
prised of an alto saxophone, tenor saxophone, 

trum
pet, drum

s w
ith sticks, electric bass, and D

onley on 
loud electric guitar. In the first round, the groups w

ere evenly 
m

atched, playing ranchera-ranchera, polka-polka, bolero-bolero 
and singing in Spanish. After interm

ission, Las Estrellas started 
singing in English w

ith a rock and roll song. Lopez could 
not com

pete since he did not have any rock and roll m
aterial 

prepared. Las Estrellas w
on the battle. 76 From

 this m
om

ent on, 
m

úsica tejana w
ould never be the sam

e. 
T

he influence of rock and roll dem
anded the incorporation 

of loud drum
s w

ith sticks and an em
phasis on the upbeats, 

m
etal m

outhpieces for the saxophones, and am
plification for 

the guitar and bass. T
he perform

ance style of Las Estrellas 
also had to change from

 soft and shy to loud and happy. 
T

hey created “un ruidoso (a huge noise) that attracted the 
teenyboppers.”

77 C
om

pared to the loud electric sound of Las 
Estrellas, Isidro Lopez w

ith his sophisticated ballads and soft 
rhythm

 sections appeared outdated and old-fashioned. 
W

ith the establishm
ent of this new

 tejano m
usic scene, 

m
em

bers of orquestas tejanas experienced the transition from
 

a traditional acoustic to a m
odern electric sound, as did the 

M
exican-Am

erican population of Austin. D
el M

artinez, the 
local prom

oter w
ho gave D

onley his m
oniker, arranged for 

them
 to perform

 regularly at the Skyline C
lub for its Spanish-

language Sunday nights. 78 Lalo C
am

pos w
ould m

ake the 
arrangem

ents for C
lub Avalon. 79 T

hey also m
ade appearances 

at the C
ity C

oliseum
 and a place near Round Rock called 

“T
he Barn.”

80 Just as D
onley’s m

usic began to raise a “ruidoso,” 
youth social dance styles based on the m

odern rhythm
s of rock 

and roll, honky-tonk, and rhythm
 and blues began to usurp 

traditional, adult ballroom
 styles. By w

ay of live perform
ances 

of popular hits in English, these 1950s orquestas am
plificadas 

m
ay be key precursors of the English-dom

inant recordings 
by artists of the 1960s C

hicano soul genre. D
onley and his 

orquesta are also the beginning of the all-in-one m
odern 

dance band in tejano m
usic. D

onley’s com
bination of electric 

guitar, electric bass, and drum
s in his ensem

ble gives him
 

the flexibility to duplicate a varied repertoire in English that 
follow

s the m
ultiple popular m

usic charts w
hile continuing 

to adapt M
exican- and Latin-Am

erican popular hits into 
his tejano aesthetic. D

onley’s genius w
as his ability to relate 
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in perform
ance and on record to a bilingual, m

ulticultural 
M

exican-Am
erican teenager or young adult w

hose m
usical 

tastes w
ere inform

ed by the diverse offerings of urban 
Texas radio. 

A
m

plification and M
úsica Tejana 

According to D
onley, “Am

plification changed everything.”
81 

T
his statem

ent does m
ore than capture a m

om
ent in tim

e. 
T

he single largest benefit of am
plification is the increase in 

volum
e produced by the m

usicians, especially in a dance hall 
filled w

ith noisy patrons in w
hich the new

 “sonido m
oderno” 

(m
odern sound) could easily be tw

ice as loud w
ith half the 

previous num
ber of m

usicians. Sm
aller groups had advantages 

for conducting the band’s business and organizing travel. 
Additionally, Am

aro’s electric bass perform
ance m

ay have 
m

ade tejano m
usic history. Am

aro recalls how
 “they told m

e 
that I w

as the first electric bass player, M
exicano aquí en (here 

in) Austin.”
82 W

ith D
onley and Am

aro playing am
plified 

V
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things, you know.”
83 D

avid G
utierrez, w

ho perform
ed w

ith 
D

onley from
 1964 to 1970, explains that “the rancheras of 

Jose Alfredo Jim
enez w

ith m
ariachi and the boleros of Trio Los 

Panchos w
ere converted to orquesta style.” M

usic w
as changing 

from
 the old style of instrum

entals, danzónes, and w
altzes to 

the new
 style of vocal tunes, polkas, and rancheras. 84 Rudy 

Sanchez, the original saxophonist in Las Estrellas, first noticed 
D

onley’s singing voice w
hen he sang the hits of Fats D

om
ino 

and Little R
ichard. 85 C

arm
ona recalls that “M

anuel w
as a 

sensation—
T

he Rolling Stones of Tejano.” Las Estrellas placed 
the spotlight on the lead singer, and their show

s drew
 young 

audiences. M
any older orquestas could not keep up w

ith Las 
Estrellas, and som

e retired. Younger orquestas either adapted 
to the new

 standard created by D
onley or gave up. Fans and 

supporters liked the new
 m

usic and stopped follow
ing the 

old sound. 86 W
hile D

onley innovated w
ith his incorporation 

of African-Am
erican influences, he also continued to deliver 

m
úsica en español as the m

ajority of his playlist, adapting 
versions of Los Panchos and Jose Alfredo Jim

enez hits into an 
guitars, Las Estrellas becam

e the first m
odern electric orquesta 

orquesta am
plificada form

at. 
tejana in Austin and originated the m

odern electric tejano 
T

he incorporation of the electric guitar into M
exican-

scene. Am
aro also points out, “W

e w
ere lucky. People liked 

Am
erican orquestas represents the next step in a long line 

it the w
ay M

anuel changed it. T
he sm

all group doing big 
of m

usic that has continuously featured string-led m
elodies 



and harm
onies stretching back to M

exican folk traditions. 
T

he am
plified “voice” of the electric guitar breathes new

 
life into those traditional acoustic m

ariachi standards w
hich 

often show
case violin or harp, and it also finds new

 m
odern 

creative expressions through processes of cross-cultural 
m

usical bonding, interethnic m
usical conversations, and 

transculturation. D
onley heard electric sounds from

 both 
Anglo- and African-Am

erican com
m

unities and plugged those 
sounds into the canciones rancheras and rom

anticas that are 
part of his repertoire as an experienced orquesta tejana guitarist 
and reinterpreted them

 in his ow
n m

odern electric style. As 
Leon H

ernandez com
m

ented, the conjuntos tejanos adopted 
am

plification to m
aintain their viability in a m

usic m
arket 

w
ith a finite num

ber of bars. 87 In this blossom
ing m

om
ent of 

rock and roll hitting the m
ainstream

, the lines of influence are 
fluid and dynam

ic. 

M
anuel D

onley as a R
ecording A

rtist 
In the tw

o decades follow
ing W

orld W
ar II, local com

panies 
developed for the prim

ary purpose of recording the m
usical 

talent of the tejano com
m

unity. M
any independent record 

V
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labels arose throughout the state, the earliest being Ideal 
Records in Alice (1947), C

orona Records in San Antonio 
(1947), and Falcon Records in M

cAllen (1948). Arm
ando 

M
arroquín and Paco Betancourt founded Ideal as a joint 

venture that not only recorded artists but also eventually 
began pressing their ow

n records. Arnaldo R
am

irez launched 
Falcon after som

e success in hom
e recording. M

anuel R
angel 

started the C
orona im

print in San Antonio to produce local 
and regional talent. H

is business flourished through the 1960s 
and 1970s and w

as continued by his son, M
anuel R

angel, 
Jr. 88 C

orona carries the distinction as the first label to record 
Valerio Longoria, the accordionist credited w

ith incorporating 
“m

odern dance band drum
s in a conjunto.”

89 In a later period 
of record industry expansion, Austin-based Valm

on Records, 
ow

ned by Benjam
in M

oncivais, recorded Little Joe in 1963 
w

ith a cover of the popular Rufus T
hom

as rhythm
 and blues 

song “T
he D

og.”
90 

W
ith Austin as a focus for this study and D

onley as the 
trailblazer of the new

 m
odern sound in the 1950s, I w

ill be 
referencing his recordings m

ade w
ith record labels in Austin 

and San Antonio. M
y m

ain source of inform
ation is the 

Strachw
itz Frontera C

ollection of M
exican and M

exican 
Am

erican Recordings w
ebsite, w

hich catalogs inform
ation on 

over 110,000 recordings. 91 Relying on the Ideal label from
 

Alice, Texas, to identify sonic characteristics, changes, and 
developm

ents in m
úsica tejana, Peña om

its m
any of the m

id-
1950s to m

id-1960s contributors to orquesta tejana 

from
 Austin and San Antonio w

ith recordings on Valm
on 

and C
orona. 

D
onley recorded six 45 rpm

 records for C
orona w

ith 
his orquesta Las Estrellas, available through the Strachw

itz 
collection database. W

hile these records w
ere m

ade in the early 
1960s, they are the m

ost relevant to our tim
efram

e of D
onley’s 

incorporation of the m
odern sound into tejano m

usic. “O
jitos 

Verdes” (“G
reen Eyes”) serves as an exam

ple of the m
odern 

electric sound; the plucked bass string and kick drum
 drive 

the dow
nbeat w

hile the guitar strum
 and snare/high-hat 

com
bination provides the em

phasis on the upbeat. 92 T
his 

rhythm
 section is a direct incorporation from

 rock and roll. 
W

hile D
onley’s recordings w

ith Valm
on during the 

1960s are outside our 1950s tim
efram

e, it is possible that 
D

onley perform
ed the songs live in the 1950s prior to their 

docum
entation on vinyl. W

hile he revolutionized the m
usic 

w
ith his incorporation of the electric guitar and bass, D

onley 
w

as still relatively late to the recording studio, even w
ith 

one in Austin. R
aym

ond Vasquez Jr. and his orquesta w
ere 

first to record D
onley’s arrangem

ent of Roberto C
antoral’s 

bolero “El Reloj” (“T
he C

lock”). 93 D
onley’s origin story of the 

song’s arrangem
ent reveals how

 he incorporated the Austin 
soundscape into his M

exican m
usic construct to create a 

tejano interpretation: 

I got that idea from
 the U

niversity [of Texas at 
Austin] at one o’clock, they had, the U

niversity, they 
had the chim

es, the clock (plucks the guitar strings to 
the m

elody of the chim
e w

hen the clock strikes one 
from

 the U
niversity of Texas Tow

er). I w
as listening 

to it, I w
as going by the U

niversity, and that gives m
e 

an idea, (plucks again) reloj. 94 

O
thers to use the clock tow

er chim
e reference as part of their 

introduction include Alfonso R
am

os and Sunny O
zuna. 95 

In 1965, D
onley recorded “Flor D

el Rio” w
ith Valm

on 
Records, w

hich becam
e his biggest hit, and legend has it 

encouraged m
any fathers to nam

e their daughters “Flor.”
96 

T
his hit signifies the height of his m

usical career in his ten-
year ascent to the top. D

onley’s version is in w
altz tem

po, and 
the song, w

ritten by V
ictor C

ordero, know
n for his corridos 

[epic ballads] like “G
abino Barrera” and “Juan C

harrasqueado,” 
is lyrically a tragic story. 97 D

onley’s interpretation reinforces 
the C

harro C
antor archetype as a troubadour telling a tale of 

love and loss. 
T

he m
usic business poses a highly com

plicated w
eb of 

relationships betw
een radio, entertainm

ent venues, sound 
recordings, and, of course, the listening audience. Austin in 
the 1950s offered a predom

inantly Spanish-language radio 
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station, K
T

X
N

. T
he M

exican-Am
erican com

m
unity could 

access radio program
m

ing that em
phasized the Spanish 

language and their cultural heritage, w
hich in turn allow

ed 
for the developm

ent of a youth population that w
as grow

ing 
up w

ith radio broadcasts in Spanish and English. T
hese sam

e 
youngsters, D

onley am
ong them

, also attended public dances, 
and as the new

 sound of rock and roll gained popularity, so 
did the dem

and to hear those songs perform
ed live. As the 

rock and roll elem
ents of am

plified guitars and loud drum
s 

fused w
ith tejano m

usic, the tacuachito dance form
 developed 

as the new
 standard for dancing to the polka beat. T

he 
dissem

ination of all these advancem
ents occurred as D

onley 

and his contem
poraries toured the state w

ith their live 
perform

ances. Yet for D
onley, the lack of sound recordings 

produced by Las Estrellas in the early years m
ay w

ell have 
deprived him

 of proper credit for his m
usical innovations. 

D
onley’s M

odern Sound 
In 1955, M

anuel “C
ow

boy” D
onley reduced the large 

orquesta tejana to six m
em

bers to get at the heart of w
hat 

becam
e the new

 sound of m
úsica tejana: the use of electric 

guitar paired w
ith electric bass and loud drum

s. T
he sm

aller 
ensem

ble produced a new
 sound w

ith lyrical, rhythm
ic, 

and sonic changes. T
his shift aw

ay from
 soft ballroom

 
instrum

entals to loud popular m
usic m

arked a m
ilestone in 

the developm
ent and progression of m

úsica tejana. D
onley 

explains that the “electric guitar w
as playing lead, you know, 

and then singing and the big bands w
ent out of business.”

98 In 
addition, D

onley’s new
 am

plified and stream
lined ensem

ble 
cut the trum

pet section in half, som
etim

es by tw
o-thirds, 

and the saxophone section by at least a third. Am
plification 

allow
s for a reduction in the num

bers of m
em

bers w
hile still 

producing a big sound. Prior to am
plification, to be louder 

actually required m
ore instrum

ents. 
All of the factors in transition, from

 ballroom
 stock 

arrangem
ents to popular m

usic versions, from
 instrum

ental 
pieces to narrative song, from

 prolonged notes to single 

staccato notes, from
 form

al dance styles to vernacular dance 
styles, coalesce to create the m

odern tejano scene in the 1950s. 
T

he electric influences of rock and roll, country, rhythm
 and 

blues, and m
ultiple M

exican genres m
ake the am

plification of 
the 1950s the universal sound in tejano m

usic. T
he previous 

separation of w
orking-class and m

iddle-class as distinctive 
audiences becam

e blurred by the new
ly established youth 

m
usic m

arket. T
he fresh electric sounds cam

e to dom
inate 

both orquesta and conjunto styles w
here hit songs w

ere now
 

determ
ined by adolescents and not their adult parents. 

T
his period in m

úsica tejana history betw
een Beto V

illa 
and Little Joe y La Fam

ilia requires m
ore attention. As Little 

V
21
U

Joe him
self has noted, “I feel [D

onley] has not gotten all due 
him

.”
99 T

his approxim
ate ten-year span from

 1955 to 1965 
w

itnessed a surge in record labels and m
usic production 

pow
ered by advances in sound technology and sound 

recording equipm
ent. M

usical creativity also flourished am
ong 

m
usicians due in part to their m

utual adm
iration and their 

w
illingness to explore m

ultiple popular genres sim
ultaneously. 

T
he youth subculture took over the prim

ary m
usic m

arket, 
and their im

pact resonated in other ancillary m
usic m

arkets. 
In the 1950s, tejano artists initiated technical and stylistic 

innovations that advanced the sound and rhythm
 of the entire 

genre and in turn affected the participatory dance m
ovem

ents 
of the audience. D

onley explains the sw
itch to a m

odern 
sound: “W

ell, nobody else w
as playing electric guitar, they 

w
ere all playing acoustic, you know, and I cam

e out w
ith the 

electric guitar and that put a w
hole new

 sound into orchestra 
and I got electric bass, electric guitar, and a loud drum

.”
100 

D
onley and his contem

poraries incorporated an am
plified 

sound into their ensem
bles w

ith the use of electric guitar and 
bass sim

ilar to developm
ents in Anglo- and African-Am

erican 
popular m

usic and introduced new
 m

usical configurations 
in their ensem

bles, a sonic distinction that split the tejano 
m

usic historical tim
eline into traditional acoustic and m

odern 
electric. T

his new
 m

usic prepared the w
ay for the tejano m

usic 
explosion of the 1990s w

ith artists such as Em
ilio, Selena, La 

M
afia, and G

rupo M
azz. 
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Today w
e celebrate the life of M

s. H
elen Elizabeth W

alton w
ho w

as a
ectionately know

n as "Aunt Beth." Aunt Beth
w

as called hom
e to be w

ith our H
eavenly Father on August 30, 2015 at the blessed age of 97.

She w
as born H

elen Elizabeth Goode on O
ctober 31, 1917 to the late Reverend John W

esley Goode and M
rs. H

attie
Jane Bailey Goode. She w

as the second child of four siblings.

She graduated from
 Prairie View

 A&M
 U

niversity in Prairie View
, Texas w

ith a degree in Cosm
etology. Aunt Beth

later received her certificate as a Cosm
etology Instructor from

 Johnson & Randolph Beauty School. She later
opened the W

alton Beauty Salon, w
hich she ow

ned and operated for over fi
y years. Additionally, Aunt Beth w

on
m

any hair styling com
petitions during her career as a cosm

etologist.

She w
as m

arried to W
illie (Boots) W

alton, and although she did not bare any biological children, she w
as a M

other
to m

any.

Aunt Beth w
as a Christian and a m

em
ber of Davis Chapel M

issionary Baptist Church for m
ore than 64 years. H

er
involvem

ent in church m
inistries included

playing the piano, teaching Sunday school, and serving as a Circle
Presidentin

M
ission

1
She

also
sang

in
the

SeniorChoirand
w

asElected
W

om
an

ofthe
Yearin

1993
the

firstto
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President in M
ission 1. She also sang in the Senior Choir and w

as Elected W
om

an of the Year in 1993, the first to

receive this honor under Pastor Parker.

As the M
atriarch of our fam

ily, Aunt Beth led by exam
ple. She encouraged us all to be the very best that w

e could
be. W

e are truly blessed to have had such a loving exam
ple of strength, courage, and perseverance in our lives.

She leaves to cherish her m
em

ories Jim
m

y L. W
are, Sr. (nephew

) of East Palo Alto, CA. and Pastor Carl L. W
are, Sr.

(nephew
) and w

ife Shirley of N
orth Las Vegas, N

V.

Aunt Beth also leaves three generations of nieces and nephew
s to carry on her legacy.

H
elen Elizabeth W

alton w
ill live forever in our hearts. A job w

ell done, Aunt Beth. Rest in Peace.

Funeral H
om

e:
King-Tears M

ortuary
1300 East 12th Street
Austin, TX
U

S 78702
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ers to the fam

ily or plant a tree in m
em

ory of H
elen Elizabeth W

alton please visit our Tribute Store.
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