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From Transplant
to Transnational Circuit

Merengue in New YOI

Paul Austerlitz

A car speeds down a Manhattan street, blasting ﬂasl'{y Latino s.axo-_
phone riffs and pulsating drums. Merengue, the national music of
the Dominican Republic, has become an integral part of New York
City's contemporary soundscape. Surveying the social history of
merengue, this essay contrasts the music’s modest presence in New
York in the 1950s with its current high-profile state. !

Traditional notions of migration invoke visions of displaced in-
dividuals forging new lives in alien environments. Lifeways of the
home society are maintained, but they are out of place in the new
setting (Basch et al. 1994, 3-4). Reyes-Schramm’s and Qureshij’s early
studies of immigrant music cultures apply this Perspective to
ethnomusicology, regarding immigrant €Xpressions as “transp] (s”
of musical traditions from home societies (Reyes‘SChram p lan S.
Qureshi 1972, 38). The transplant model is useful whep b m 1989;
host societies are isolated from one another.? Whjle S Eme an.d
tions might have been prevalent in the Past, transnatje UCI condi-
ism and the information revolution mandate neyw apprna cap
mittances, high rates of return migration, and teleph(m:]-
ion inextricable networks between host and home SOCiet-InkS fash-
coalesce into what Rouse calls “single communit[ies] sp,. 188, which
a variety of sites,” or “transnational migrant circuit[s]" ‘;—‘a acrosg
also see Basch et al. 1994; Glick Schiller et al. 1992. Marcy. oo 15;
Merengue in New York began as a transplant apg bub 1986).
transnational circuit. Came |,

ital-
aches, Re-
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pDominican Merengue

The terms !)I‘(’}‘Q'Hg{ie (Spa_nish) and meren o (Haiti. _
to related but stylistically distinct dance m 5 (Maitian Creole) refer
eral Caribbean countries, inClleing the D(mu'.sl.ct; performed in sev-
Venezuela, and Colombia. Progeny of such ]}’?mfu“ Republic, Haiti,
contradanza, Dominican merengue emt‘l‘gcddl:jl (J?Cilli f(”"'n's as the
teenth century as elite, European-derived d,:: 5 lhc.m'd'nin“'

) . " ance music became
tinged with Afro-Caribbean elements. After a periog f ccame
in Dominican ballrooms, merengue was l‘cicctl::d é) f) ‘popula.my
upper-class Dominicans because of its African inﬂgc(r’:():scTopgl{lan
gestive dance style. The rural Dominican masses, howcve\r 23();?5
merengue, mﬁ.lsmg it with even more African elcmems’and per-
form-mg 1t' on ms_truments. local to the various regions of the Re-
public. This practice gave rise to several stylistically distinct regional
and rural variants of Dominican merengue.

Early twentieth-century nierengue tipico cibaeiio, or rural meren-
gue of the Cibao (north-central) region, was performed on the but-
ton accordion, the tambora drum (played with a stick in the right
hand and the palm of the left hand), the metallic giiira scraper, and
sometimes, the alto saxophone. It was dance music played primar-
ily at recreational dances, cock fights, and brothels. Accordionist/
singer/composers Francisco “Nico” Lora and Antonio “Tofio” Abreu
were the architects of twentieth-century merengue tipico cibaeno,
which served as the basis for subsequent nationally and interna-
tionally diffused merengue styles. To counteract United States he-
gemony during the 1916-24 occupation of the Dominican Repub-
lic, Cibao composers of European-style concert music such as Juan
Francisco “Pancho” Garcia and Julio Alberto Hernandez drew upon
rural merengue as raw material for a nationalist music. In a paral-
lel move, such salon musicians as Luis Alberti combined merengue
tipico cibaefio instruments and rhythms with jazz-tinged North
American big-band music.

Dominican dictator Rafael Trujillo rose to power in 1930. Like
the European Fascists, Trujillo understood that expressive forms
can serve as vital symbols for a nation-state. In 1936, he brought
Luis Alberti’s band, renamed Orquesta Presidente Trujillo, to the
Republic’s capital city to perform jazz-tinged big-band arrgngemems
of merengue cibaefio at high-society balls. Trujillo required all the
country’s dance bands to perform newly composed merengues prais-
ing himself, and the mass media became an important channfel for
the diffusion of merengue. A rural, orally-transmitted Fffgl‘i{“al
(“folk”) music performed primarily by the lower .sFrata“of so‘l:lef’))f
thus became an urban, mass-mediated commodified ("popuiar
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with the elite but accessible

form and a national symbol associated :
rti, the major €Xponen, of

to all social groups. Other than Luis Albe ;
this national merengue style was Super Orquesta Sen Jose, dift‘cted
by Papa Molina and featuring Joseito Mateo (the “King of Mere,,
gue”) on vocals and Tavito Vasquez on alto SaXOPhon:- gln- addition
to championing big-band merengue, TI‘UJ'iH.O encourage the trang.
formation of accordion-based merengue tipico cibaefio (which cap,,,
to be known as perico ripiao—ripped parrot) from a regional gep,,

into a national symbol. _

i : ili -t sense of national jd
Truiillo espoused a Hispanophilic, racts en.
) p p . fuenced culture. Many Domin;.

tity that rejected overtly African-in : i .
can rural musics associated with African-derwed religious Practiceg

were thus poor candidates for sym bols of Trujﬂ]Ol.St I'l?:tIOnal iden-
tity. None the less, Trujillo considered merengue ¢l baeno appropri.
ate as a national symbol, in spite of its African mﬂuences., because
of its historical acceptance by the Cibao upper class and its lack of

association with African-derived rituals.

A Transplanted National Music

Trujillo implemented an isolationist foreign policy; international
travel and contact with the outside world were closely regulated.
Fearing that Dominican musicians would not return, the dictator
rarely allowed them to perform outside of the country. Because of
this isolationism and a lack of recording opportunities in the Re-
public, Dominican merengue developed differently abroad than it
did at home.

The first Dominican musician to leave was bandleader Billo
Fréometa, who emigrated to Venezuela in 1936 (Alberti 1975, 75)
and founded a remarkably successful group called Billo’s Caracas
Boys. Singer Alberto Beltran moved to New York City in the late

iii(lsutc;l v}:ork w1th. the .well-known group La Sonora Matancera.

ST S Wit primarily a bolero singer rather than a merengue
specu},hst, I?eltrén popularized such merengues as “El Negritocde]
Batey” and “Compadre Pedro Juan” among New York Latinos. Luis
.Kalatif worked in Puerto Rico in 1956 and moved to New Y. k Cit
in 1958, performing accordion-based merensue tipi o ihaefio tet
at hotel shows and later at nich rengue tipico cibaefio first

: ghtclubs for d o
Also in New York, Negrito Chapu or dancing (Kalaff 1990)
a group that specialized in an }‘Z:Aseau.x anFl Ra}’fael Damirén formed
piano and maracas (Roberts 197316;?&1“2?(1 merengue featuring
Napoleon Zayas formed authentjc. ).’ while Josecito Romén and
gained popularity amone New ‘l,c Telﬁngue big bands. Merengue
1950s it had found a perm ork City Latinos, and by the late

SN, although small, place in the reper-
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f New York's Latin bands (Roberts

rories @ ts 1979, 146; del Castillo

A
.nd Arévalo 1939, 43).
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piano accoraionist Angel Viloria moved to Ne

o e%abiiSth the S;nr_j};, most succe
a olishes | : ' ok
A he Dominican Republic (Kalaff 1990). In spite of i
r

FTLS ) e . . n : »‘ el ey RR2labC

Conjunto Tipico C]bd-.p:".i:l\.h()ﬁab group did not perform zico
Cibao-style merengue. While its instrumentation of zccordion, sax
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phone, and percussion was evocative of rural merenzue. the

= 1 - ~ = - 3 o T

Conjunto was modeled primarily on Luis Albertis cosmonalizan

<ound. Like Alberti, Viloria utilized the piano accordion rather than

e il il LLail

the button accordion typical of rural merengue. The pia
dion was not suited to execute the percussive variations of
merengue, butits chromatic capabilities lent themselves to Alberti’
jazz—inﬂuenced styvle. Viloria’s use of the tenor rather than zalro sa:
phone also set his band apart from merengue tipico cibaeao. Mo
merengue groups in the Republic conformed either to the maod
set by salon bandleaders like Alberti or rural musicians like Nico
Lora. From a stylistic point of view, Viloria’s group was nowably
dissimilar; a transplanted music, merengue was developing differ
ently in New York than in its native environment.

The Dominican community in the United States was smallin the
1950s, and Viloria’s audiences were predominantly Puerto Rican.
As singer Joseito Mateo puts it, “it was the Puerto Ricans who origi-
nally brought merengue to popularity in New York, who gave their
hand to merengue” (Mateo 1986). Mateo recalls that Puerto Rican
men often attended dances to meet women, and that merengue
dancing facilitated their quest. Merengue is danced in the baliroom
position, and while couples may limit their physical contact to the
arms, thev may also press their bodies close together, making amo-
rous contact. Mateo feels that this style made merengue appealing
to Viloria’s Puerto Rican fans in New York:

th
[

Y

El merengue es “musica de ventaja,” que da chance poder
abrazar la mujer sin estar cometiendo nada malo...Para los
dominicanos, es diferente:...el merengue es de figuraje, para
la gente figuriar, para la gente estar bailando suelto. Pero los
puertorriquenos prefieren el merengue lento, para ellos bailar
pegaditos (Mateo 1986).

Merengue is a music with which one can take advantage [ofa
woman]; it gives you a chance to embrace a woman without
doing anything immoral. For Dominicans, it is different:...they
dance merengue with figures and turns. But Puerto Ricans
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rengue, so that they can dance very close

nslation). ogethe,

“La 1’,igadura” (“The Connection”)

s legato (connected) saxophon ref_ers

hat men and women makeivr};l‘flfs
le

like slow M€
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to the music
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viloria’s mel
simultaneously
and to the physical conne

dancing.
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lar in the ?utsic.l_e wor}d through New Yo k” (Ne
held an iron grip on all aspects of the Dom: N

ing the music industry, which stressed livtzn..lm.wa“ cconomy, includ-
e recording. The paucity of l‘ec;]{;qm performances rather
erengiieros in the Republic limited theli 'NE opportunities for
music from the island. On the other hang‘tinallon-al exposure of
ings ON Ansonia Records were widely dissc;n1ing01, Viloria’s record-
planted music became the best-known manife:ak.d’ and his trans-
outside of the Dominican Republic. fiS SRR

7 5 es 1 i
“1?1 ia waf espema_lly popu_lﬁar in Cuba, where merengue beca

associated W ith Carnival. This vogue resulted in the devel ot
of Eduardo Davidson’s pachanga, a new Cuban genre th elve N I
merengue-style percussion rhythms with dance steps bo?nf\zn:ibflf}ed
the guaracha (Orovio 1991).* In Haiti, radio broadcasts anf:l cen
<jonal tours of bands from the Dominican Republic generate(c)icgi:
diences for Dominican merengue. However, it was Angel Viloria
who established merengue in Haiti, as a local recording engineer
“That thing hit like a bomb. The Haitians lov;d the
had a lively beat for dancing. They were doing
t in every nightclub...” (H. Widmaier in Averill 1989, 104). Meren-
gue became SO popular in Haiti that it exerted a formative influ-
ence on the development of konpa, contemporary Haitian popular

music (Averill 1989, 104-105). Moreover, Trujillo’s use of merengue

as propaganda may have inspired Haitian dictator Duvalier to make
in New York

similar use of konpa. The cleavage between merengue 1
and at home is underlined by the fact that although Viloria was the

top merenguero internationally, he was not especially popular in
his native land. Because he was based in New York City, Viloria
ed greater interna-

gained greater international exposure and exert
tional influence than did merengueros based in the Dominican

Republic.

Merengue and the Dominican Diaspora
sed bandleader
rock 'n’ roll-in-

nadich 1990). Trujillo

remembers:
merengue because it

n 1961, Dominican-ba
d salsa elements and a
ew, faster merengue.’ In 1965, the
Dominican Republic. The period
cterized by mixed feelings about
h: on the one hand, the United

nd democracy; on the other
Ventura’s merengue
lsa with traditional
roachment

After Trujillo was slain 1
Johnny Ventura incorporate
fluenced stage presence into a ni
United States again invaded the
fol.lowing the occupation was chara
this powerful neighbor to the nort
States represented modernization a
hand, it had violated Dominican sovereignty.
expressed this ambivalence, fusing rock and sa
merengue, thus providing a native alternative to the enc
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, lar culture. ‘
it:lsptllzzltl followed, the Republic and the EJmu;d §13t05
inks. Dominican President Ba_lagu.ers courting of
capitalism led to foreign domination of all major
f the Dominican economy. For example, from the
1960s through the 1980s the Gulf and Western Corporatio}") invested

led the country a “company

he Republic that some cal
36, 8-10). Beginning around 1965, changes in United
law, combined with repressive political poli-

igh inflation in the Dominican Republic
f Dominicans to New York City and

puerto Rico, Venezuela, and elsewhere. By 1990, close to 900,000
Dominicans were estimated to be living in New York City (Moya
Pons 1995, 436). United States dollars earned by Dominican immi-
orants and sent to the Republic played an increasingly important
role in the Dominican economy. Georges estimates that by the mid-
1980s, remittances accounted for ten percent of the Dominican GDP
aross domestic product almost equaling the earnings of the country’s
chief export industry, sugar (Georges 1990, 236). During a reces-
sion in 1990, a Dominican leftist concluded that the national
economy was “kept alive thanks to the remittances sent by Domini-
cans living abroad” (Isa Conde in Féliz 1990, 13).

Merengue became central to Dominican life in the diaspora, and
also found fans among non-Dominicans. In the early 1960s Primjitivo
Santos became the first Dominican bandleader to settle in the United
States in the post-Trujillo era. Santos stayed with a fairly conserva-
tive style of merengue all through the 1960s and 1970s, neglecting
currents of change. After living and working in New Y(;rk for ove?
twenty years, Santos moved back to the island in 1985. Interest-
mgl.y, it was only immediately before his move that he began to
utilize contemporary merengue innovations. Althouch JoseitoT\/Iateo
Ei;er ;’rgl)ade a permanent move to New York, he worl:ed there steadily
196n71, Mi?é; ljflr;e}:‘et:;zgﬁt:;’nh LL::ils K:ala.ff. at Club Caborojeno. In
rengue to Madison Square Gn" ?F fPflmlil-\’O S_?mtOS T
. h pagsaoets mgr;a.n or the fn:st time; Mateo regards
international phcnlom:c‘:no} (M0 i e L Sl mini.
can, Johnmy Pachoenh n ! ateo 198{3). A New Yo;-k-b(?l*n p0m1n1-
ATl 15508 1 ,1; 10 had led Latin bands in the City since the
United Staran oS ft( merengue to many Latin Americans in the

ates. While he specialized in salsa. Pacheco included the

merengue “Los Diablitos” on his 1973 LP Tres. de Azticar

Other salseros beaan (o oo LP Ties de Café v Dos de Azticar.

had reached a le::el of tVLOl]d.-nmren‘gue' and by 1976 merengue

Was surpassed only by sZ]Op warily among New York Latinos that
Y By salsa (Rondén 1980, 29).

of (ransnat ion

In the decac
forged stronger l
North American
private sectors O

so heavily in
state” (Black 19
States immigration
cies, unemployment, and h
caused massive out-migration o
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The growth of N'ew York’s DfDminican community spawned me-
engue groups native to the Cl.ty.' The premier merengue band to
come out of New YOI’k was Millie, :10§elyr1 y los Vecinos (Millie,
Jocelyn, and the Neighbors). Led by &bhr}gs Millie and Jocelyn (lead
singers) and Rafael (lead trumpeter, musical director, and arranger)
Quezada, they stat:ted as amateurs in 1973, playing informally at
neigthrhood parties. Two years later the group turned professional
and recorded its first LP. Millie Quezada remembers that in those
early days, Los Vecinos provided “Dominican Yorks” (as Domini-
can New Yorkers were known on the island) with a link to their
mother country:

The nostalgic effect—that’s the reason that Los Vecinos were
formed. We really were very nostalgic. We didn’t have any of
the language or anything. And so, we kind of were trying to
keep our roots, and out of that, the group was born. It was
really out of a need, not only us, but the people in our neigh-
borhood, to kind of stay in tune with what was happening
with our music and with our cultural background in
general...That's why we called the group Los Vecinos [The
Neighbors] (Quezada 1990).

Dominican author Canelo agrees that merengue in New York’s
Dominican community is the single most important “physical-cul-
tural” link that ties it to the Dominican Republic (1982, 33). Millie,
Jocelyn y los Vecinos began to gain popularity outside of New York
City in 1982, with hits in the United States, the Dominican Repub-
lic, Colombia, and Panama. They continue to be active, and main-
tain a high level of popularity.

Aside from Millie, Jocelyn, y los Vecinos, the two most success-
ful merengue bands to emerge in New York referred to their home-
town in their names, possibly as a marketing strategy. La Gran
Manzana (The Big Apple) was notable for its innovative use of syn-
thesizers and its inclusion of Haitian materials. The other group,

called New York Band, performed Latin American romantic baladas
and Trinidadian soca-influenced merengues. It featured four sing-
ers, each with his/her own solo vocal style. As creative artists, New
York merengue musicians participated in the development of con-
temporary Dominican music. However, their styles did not difter
qualitatively from the styles of groups in the Dominican Republic;
like the Dominican economy, merengue had become transnational.
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o domestication of outside e]e.

ite for th _
merengue incorporated discq

.. __(he mus
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nd drum machines, and when Latin American romantjc
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e e i o
“besieged by merengue sali:a s goi afe }I]/Olc‘e pl‘OclalmeFl thaf
e 18)D 16 salsa ;s;agzlqb through hard times
merengue craze heats) e gazine re.ported"that a new
interest in salsa” (C up the datice Agene (8 STEUR & StackoRing
Dominicans wzs (()ftzflk(s:rleil?i)c'l I:Ae'rtenguejs PC;pUIaFiity g )
) ) : o its easy-to-learn dance - 3
Eig: %E}?}%Sﬁ;\tfﬁ;ﬂ on cihe dance floor, New York’s Mayor Kitgie; ::g
born” (in Corke 109[;3% ance that you can do from the moment you’re
wad i rrererinls ). As m.the 1950s, the se).mal element c:c;ntrib-
S g . C;})opularlty——ﬁme magazine noted that “part-
Promotes Mengds. ;::se en?ugh to grind grain” (Cocks 1986).
for merengue’s popula asserts that New Yor'k served as a conduit
rity all over Latin America and beyond, point-

ing out t “duri :

fell acrogsa:héi:;:ln‘% that time I?eriod., when salsa was falling, it a]s

in [to New York] tn szu{], i just died. And when merengue Camo

inJapan, in South Ay i the Same kind of flair in Europe,

ration of sundry merica (Nenadich 1990). Merengue’s incorp N

the music 4 ! usical styles played an important role in mak; o
pPpealing to new audiences. Balada elements likely jll:)g
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led to south American audiences, while rap and disco influ-
a o - T 2 . i ) . I ' ‘
ce dumctcd New York City Latino youth. Bandleader Juan Luis
nees attractes .
o proclaims that:

Guelra

E] merengue estd a punto de convertirse a una musica que se
da oir en todo el mundo, por primera vez por eso: ahora esta
mas facila lagente a oirlo, sobre todo a los extranjeros (Guerra

1986).

Merengue is in a position to become a music heard through-
out the world now, because now it is easier for people to lis-
ten to it, especially for foreigners (author’s translation).

Merengue’s international popularity grew in spite of, rat.her tha.n
through the efforts of, the established New York City Latin music
industry. This industry failed to actively promote merengue, partly
because it felt that the Dominican Republic is not a lucrative mar-
ket (Nenadich 1990), but also because the Puerto Ricans, Cuban-
Americans, and Italian-Americans who dominated the music busi-
ness did not have a nationalist interest in promoting Dominican
music. Some have charged that the New York’s Latin music indus-
try actually worked against Dominican music. For example, Do-
minican deejay Willie Rodriguez claimed that the powerful New
York Latin music company Fania “boycotted” merengue, not only
in New York City and Puerto Rico, but even in the Dominican Re-
public (Rodriguez 1986, 17). One non-Dominican music promoter
in New York City (who wished to remain anonymous) said that “we
don’t manage any merengue artists; tropical [Latin Caribbean] music
is still divided in this sense.” Perhaps referring to misunderstand-

ings between New York promoters and merengue musicians, he
added that “we used to book merengue, but due to mishaps, we
closed it down.” To some Dominicans, merengue’s international
success represented vindication of this situation; Rodriguez said
that merengueros are “guerrillas of the music, who go to Puerto
Rico and place a bomb in the places that they play” (1986, 21).
Merengue'’s popularity among non-Dominicans resulted in the
founding of merengue bands by non-Dominicans. I played the
saxophone with non-Dominican (as well as Dominican) merengue
bands in the New York metropolitan area for several years. When
performing with a Central American band in the early 1980s, I was
struck by the popularity of Dominican music; dancers were sparse

when we played Honduran and Salvadorian cumnbias, but they filled
the floor as soon as we began a merengue. During the early 1980s,
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Puerto Rican bands in Connecticut specialized in salsy. The b
did not keep pace with recent developments in Dominican, Music
and the few merengues in their repertories were often “oldiey” aat:
ing to the 1950s. By the late 1980s, however, most Connecticyt Latin
bands specialized in merengue, duplicating the latest innovatiop
of Dominican music.

andg

Merengue and Transnational Identities

A German politician, irritated by the independent style of guest-
worker communities, once complained that “We called for work-
ers, and we got people” (Grasmuck and Pessar 1991, 208). As
Grasmuck and Pessar note, “labor is not comparable to the other
commodities that are exchanged on a global scale” (1991, 208).
Migrants are part of the transnational economy, but they negotiate
circumstances and forge multiple identities according to their own
agendas. The transnational merengue style that Johnny Ventura and
Wilfrido Vargas created played a significant role in the develop-
ment of contemporary “Dominicanness” both in the diaspora and
on the island. Like the Nigerian musicians that Christopher
Waterman has written about, merengueros are culture brokers:
“[PJositioned at important interstices in heterogeneous urban soci-
eties, they [culture brokers] forge new styles and communities of
taste, negotiating cultural differences through the musical manipu-
lation of symbolic associations (Waterman 1990, 9). The domesti-
cation of world musics within the rubric of an avowedly Dowmiini-
can merengue rendered the music’s aesthetic Space into what
Paredes calls a “border-zone,” or “sensitized area where...cultures
come face to face” (Paredes 1978, 68).

Merengue is a prime marl«?r of ethnic identity for Dominicans in
New York City. As one Dominican New Yorker explains, “We're verv
proud of our merengue. I was dancing merengue since I was two
years old. At the same time that I learned to walk, I w
dance merengue” (in Echevarria 1991). T once asked a Dominijcan
teenager in New York what kind of music she likes. She answered
that she liked “American” music. I pressed, asking her whether she
cared for Latin music: salsa and merengue. She answered that sajgg
was not much to her liking but that “of course I like merengue. I'm
Dominican.” My impression was that although merengue was not
her prelerred style, she considered it a patriotic duty to speak well

of the national music.

Connections between Dominicans in New York and those in (he
Dominican Republic are so pervasive as to have strongly influenced
Dominican identity, even on the island. In addition to the economic

as learning to
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dependency, a “psychic dependency” .
(wo places generated mania for emigray;
1991, 16); Dominicans came to say thy
ara irse,” or “obsessed with the idea

64). Grasmuck and Pessar encountered a pojo

Dominican transnational identity in a phoﬁ’) ?na;ln REPTESSIN g
pominican woman to her husband in New \f’oriI E:Ehosl?nctl oy 2 el
his family through remittance dollars for man’y yearsa ISUP?ONCd
express the well-being of the family and its debt to the ?a:)ll der}lao
woman dressed her sons in borrowed suits and traveled to ths mear.
est city to have the photo taken in a studio. The family pos:deaii
front of a backdrop of the Brooklyn Bridge (Grasmuck and Pessar
1991, 7).

Identifying with both the Dominican Republic and the United
States can be disorienting. Former Dominican President Balaguer
once called diaspora Dominicans “los dominicanos ausentes” (“ab-
sent Dominicans”). Millie Quezada claims the physical absence ex-
tends to a feeling of being lost between two cultures. “Balaguer has
called us absent Dominicans,” she explains, "weTe kind of in
nowhereland. I feel that we, as Dominicans living outside, are #iore
Dominican because we kind of miss the homeland” (Quezada 1990).
Noting what she considers an identity crisis among New York-born
Puerto Ricans, Quezada sees Dominicans facing similar problems:

tween Dominicans in the
on (Grasmuck and Pe
t lsla.nd-d\\fellcrs are “loco
of ¢migrating” (Bray 1987

Third and fourth generation of Puerto Ricans have lost, are
losing, their language, are losing their heritage. They're going
through some kind of turmoil about who they really are, they
are Americans or they are Puerto Ricans [sic]. That's going to
happen with the Dominicans (Quezada 1990).

She continues, affirming the role that merengue plays in shap-
ing cultural identities on the cusp of the transnational circuit:

We're trying to do something to keep what we have, because
Lo 1pse your identity is kind of, it’s kind of rough. Living in the
UmtEd, Stat_es is, you don’t belong here, and you're not there,
?;’uy(.)u re kind of in limbo...We make a point of keeping the
heril,CNa;djl;i tellir!g the people who we are. We can survive

survive, but make something of ourselves, and

at the .
from. Ista Sn;ebt}me, be proud of who we were, where we came
1g deal for us (QuGZada 1990)-
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But Quezada does not co
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will render it relevant to lif
hope to non-Dominic
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that its use of n0n~Dominican eleOW of
e in the United States, Sh

. € €Xlengg thic
an Latinos as wel] 45 1, Dominicgpg, >

Static repae:

[By incorporatin
the generations of Hi

©S, and g,
Quezada 1990),

S Dominj-
as beginning to per-
to Rican friend ¢

uilding? Thays aD

; almost everyone that lives in there is Domip;
i » I ' was unable 10
» 'How do yoy know?” He ap.
they are just different [from
are always playing those me.

Ominican
can.” Like
distinguish

I think that [Domi
rengue has escalat
it makes the cou
where is oyr

nicans] are Very proud to know that me.-
ed into what it i today because, firs of all,
ntry known, because people want to know

ing from, so it’s a way of advertising

d also, I tend to think that they kind of fee] 4
Seénse of pride to think that their music has been able to pe

assimilated by other countries. You know, that's not some.
thing that happens quite often (Quezada 1990).

Merengue js part of the fabric of
mambo and salsa, the sto

“implosion of th
cited in Rouse 1
has been deepl
gue, I can atteg

ork. Like the histories of
ry of megg:;: in New York t?g;; fsasn
¢ Third World into the first” (Rosz}l:dl?whosé Yy
991, 17). As a Finnish-born Ne\‘v YOI,-C;ing meren-
Y touched by performing E}”d resca
L to the force of this implosion.
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NOTES

1

This papcr draws on materials found in the author’s recently
PUblishcd work,' Merengue: Dominican Music and Dominican
Jdentity (Austerlitz 1997). The author gratefully acknowledges
I wenner-Gren ‘Foundat.ion for Anthropological Bl
which supported field rescarch in the Dominican Republic in

1990-91 and 1995.

Such isolation is rare. Even European immigrants to the United
States in the early and middle twentieth century influenced mu-
c in their countries of origin. For example, the Finnish immi-
munity in the United States played an important role
lopment of popular music in Finland. Contrasting
hnicity,” which was developed in studies of relai
homogeneous societies, with border-zone “new
loped in studies of contemporary pluralistic so-
73:3-4) argues that their difference may be
h to epistemological shifts in academia as
behavior. Goldberg notes that border-zone
immigrant identities were celebrated already in 1916, when
Atlantic Monthly writer Randolph Bourne called for United
States citizens to “make something out of this trans-national
spirit instead of outlawing it” (in Glick Schiller et al 1992:212).
However, jet-age travel and the information revolution have
caused fundamental changes, to the extent that the current situ-
ation is qualitatively different from that faced by earlier mi-

grants.

si
grant com
in the deve
Boasian “old et
tively isolated,

ethnicity,” deve
cieties, Bennett (19
attributable as muc
to changes in human

However, Viloria’s group was not unique; groups with piano ac-
cordion and saxophone frontlines also existed in the Domini-

can Republic.

The Cuban pachanga was different from the pachanga that de-
veloped in New York City in the early 1960s. The latter took its
name from the Cuban pachanga, but was stylistically related to
the cha-cha-chd and charanga rather than to merengue (see
Thompson 1961). -

Arrano‘er L 3 -
) 23 uis Pérez plaved an i . .
innovations. play n important role in forging these




