


cal songs. Mary Frances Reza and other
Hispanic musicians have been campaign-
ing for hymnals with notated melodies.
Such resources would help to keep litur-
gical music consistent in Spanish-speak-
ing communities, and we were prepar-
ing our students to make use of such
resources.

After the mid-morning break, a group
of eight of the more advanced guitarists
(whom we referred to as the “maestros”
or “teachers”) worked apart from the
class for about forty-five minutes on read-
ing single-note melodies with notes of
the guitar’s first position as well as with
chords formed on two or three—and,
eventually, all six—strings. Right-hand
practice alternated between use of the
pick and use of thumb and fingers. We
introduced primary chords (I-IV-V—of-
ten the only chords in their songs) and
scales in six keys. Finally, we explained
not only major and minor chords but
also sevenths, major sevenths, add nines,
and diminished and augmented chords.
Each of these “maestros” was then given
a group of beginning guitar students to
work with for the final half-hour of class.
The planwas thatthese sessions,in which
the local teachers would teach local stu-
dents, would continue during the com-
ing year, once we had gone.

Goals for the Choir

We had several goals for our series of
fifteen atternoon and evening choir re-

hearsals. One goal, obviously, was to
introduce new repertoire for the liturgy,
much of it written by Caribbean compos-
ers. Another goal was to coordinate ex-
isting repertoire. The parish includes
twenty-eight different communities, and
representatives of those communities
were rehearsing together. At Padre
Jeronimo’s suggestion, we worked for
consistency in performing current reper-
toire, since many of those communities
had developed individualized interpre-
tations of tunes and even, in some cases,
texts. A final goal, to make a good con-
nection with the morning guitar sessions,
was to encourage the more advanced
guitarists to provide chordal accompani-
ment for their choirs.

Christ tells us that “whoever listens to
you listens to me” (Luke 10:16), and these
people are phenomenal listeners. Nearly
everyone involved in the program—in-
cluding the two of us—was amazed at
the amount of information participants
in the guitar classes and the choirs were
able to absorb in the short time that we
had. Perhaps we would have been less
surprised at theaccomplishments of these
participants if we had remembered that
it is, in part, the genius of their culture
that gave us many of the rhythmic styles
we currently associate with the Carib-
bean.

Some Americans tend to downplay
the accomplishments of people in unde-
veloped countries, but we would refer
such scoffers to the sample scores on

pages 119to 217 of Rebeca Mauleon’s
B Salsa Guidebook and the scores in

" volume two of A. M. Jones’s Studies
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in African Music. Ms. Mauleon pre-
sents an excellent overview of the
nuts and bolts of Caribbean music
styles, including merengue—the Do-
minican specialty. Mr. Jones was the
firstnon-Africantoanalyze correctly
and document the complex rhyth-
mic layers of African drum music.
This music, brought to the Carib-
bean via the slave trade, is integral
to Caribbean styles. Though he has
been a professional symphonic bass-
ist for twenty-tfive years, Michael is
truly humbled each time he exam-
ines the rhythmic superstructures

presented In the pages of these
books.

- Reflections on Mission

A mission experience like ours
will naturally leave the missionar-
ies not only with a deep sense of

satisfaction but also with a strong opti-
mism about the role of musician-litur-
gists in the Church’s mission. We also
had several other thoughts to share.

First, when considering the mission-
ary aspect of our music ministry, take
care not to overlook the great need within
the many immigrant communities of our
own country. Our is truly a “pilgrim”
Church, one in which the ranks of new
arrivals are swelling daily. The United
States ranks fifth among the world’s
Spanish-speaking countries with an esti-
mated population of twenty million
Spanish-speaking people, according to
the 1984 pastoral letter by the U.S. Con-
ference of Catholic Bishops, The Hispanic
Presence—Challenge and Commitment.
Most of those people, according to that
same letter, live at or below the poverty
level.

Second, traditional musician-liturgists
often consider the guitar a recreational
instrument, but this instrument has a
strong classical tradition as well. It is at
once a powerful and convenient tool for
supporting musical liturgy and an in-
strument close to the hearts of most His-
panic cultures.

Third, though pastoral musicians may
or may not be powerful speakers, keep in
mind that we possess a large repository
of musical prayer whose effectiveness
we tend to underestimate. We shouldn'’t.

Finally, Christ said to us that “the one
who receives you receives me” (Mat-
thew 10:40). The reception we received
from the participants in our workshop as
well as the enthusiasm they showed dur-
ing all the activities were truly remark-
able. But then, Dominicans are a truly
remarkable people, as we learned. Our
experience taught us that we musicians
do indeed possess the tools we need to be
effective missionaries, and we hope oth-
ers will feel encouraged by these reflec-
tions, if they feel the urge to heed the
missionary call.

To make a donation to this mission, con-
tact: The Office for World Missions, PO Box
070912, Milwaukee, WI 53207-0912.
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