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into this reflective space, which presents the different categories chosen by the
directors to define themselves in a negotiation process of adding and integrat-
ing all of these identifying discourses. Thus, being indigenous is regarded not
as an essence but as a construction in constant change, one that is affected and
influenced by a multiplicity of experiences and relationships (social, cultural,
economic, etc.). The documentaries [ have analyzed here incorporate a variety
of styles and technical, expressive, and conceptual resources, which come'to
be a reflection of the way the new identities are assumed and built by the in-
digenous migrants in their current migratory context. .

But above all, Cortos Taraspanglish shows us the way the indigenous iden-
tity is assumed (in a transcendental moment for the Self-determinatl.on move-
ments), and also shows us the different combinations of elements, discourses,
and situations that intersect and overlap into being and knowing one’s indig-
encus self: woman, man, activist, Mexican, migrant, marginal, indigenous,
intellectual, video maker, narrator, and so on.

1l RAGELIA CONZALER HLATAD]

ChApTER

PaTRon SainT FiesTA Uipeos

MepiaTi2aTion ano TransnaTionaLizarion seTween The Sierra
Mike ano CaLirprnia

Ingsio Hummels

The fiesta in honor of Santa Rosa de Lima is a central public spectacle that takes
place annually in the village of Tamazulapam in the highlands of the Distrito
Mixe in Mexico.' The fiesta | witnessed in August 2013 was a veritable multi-
media event, Two local enterprises—the internet provider {riber) Tuuk Néém
and the internet radio station Yin Et Radio—broadcast livestream video from
the village's main plaza between the municipal building and the church. For
the first time, migrants from Tamazulapam, who have largely settled in the
city of Oaxaca, in Mexico City, in northern Mexican cities such as Gua najuato,
and in Los Angeles, Chicago, and Milwaukee, were able to follow the festiv-
ities live. Tama’s main plaza is the venue for an annual competition between
the local philharmonic band and those from other villages in the region, Two
other local radio stations, La T Grande Tamazulapam and Radio Jénpoj from
the neighboring village of Tiahuitoltepec, both competing for local listeners,
also broadcast the fiesta with commentaries in Ayuujk and Spanish.

Several local videoastas (videographers) who have specialized in videotap-
ing the fiesta, including members of Video Rojas and Video Meche, filmed
the celebrations systematically for long hours during the five main festival
days. They captured scenes they considered of interest to the village's satellite
communities in the United States and focused on traditional elements such as
the danza de la Malinche and the chickens' blood offering, or costumbre, that
took place prior to the vast castillo (castle) fireworks.? This religious ceremony,
hitherto performed discreetly, was caught extensively on camera for the first
time in a fiesta video.
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Froune 5.1, Genoveva Pérex Rosas of Video Tamix al work during Tama’s Santa Rosa
de Lima fiesta in Avgast 2015, Photagraph by [ngrid Kummels.

The distinctly modern aspect of the celebrations was likewise document
ed, including the Copa Mixe tournament, in which approximately eighty bas-
ketball teams from across the entire Mixe region took part, all of them in
stylish sports tricots on the refurbished basketball courts. The w@m’ng teams
were presented with valuable silver-plated (rophies reminiscent of those at rl.m
national championships and partly sponsored by Tama migrants in the Unit-
ed States. On cach of the festival days, the videographers edited their flms
overnight and were able the next morning to oifer the residents and numer-
ous visitors a DV of events fram the previous day as a brand-new product.
Once the Santa Rusa fiesta and the band farewells (despedida de bandas) were
over, they sent the ten-part DVD series to their migran( clientele in the United
States through the local delivery service at the Trébal pharmacy. .

The primary focus of this chapter is the novel use of video 11 the Ayuujk
villages of the Sierra Mixe region in the stale of C)axaca.‘_\«’ideo is.not em-
ployed exclusively as a purely community-based muode of production with
explicit political messages. Like other ethinic minorities around the glob?,
Mexico’s indigenous peaples, including the Ayaujk ja'ay, began 1o pursue their

own local media projects in the 19905 as & method of overcoming their dis-

crimination in the area of political participation and access to (he national
public sphere. Indigenous movements throughout Mexico sought, in addition
to full citizen rights, to assert their cuitural rights as preblos originarios (first
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peoples) in a Mexican state that had been redetined constitutionally as mul-
ticullural. When the Zapatista National Liberation Army (Ejército Zapatista
de Liberacién Nacional, or EZLN} emerged in Chiapas in 1954, il became the
maovement with the greatest internationa] visibility and impact.

Along with these political efforts, indigenous people from several regions
began to train as film directors, camera operators, and sound engineers, and
to make (anafog) video documentaries, which they then disseminated in soli-
darity groups and NGOs, and Presented at international festivals. One of their
primary objectives was 1o decolonize the standard porirayal of indigenous
people as exotic Others and as passive subalterns by replacing these images
with self-determined representations. The media movement became known
as video indigena,’ and it gave indigenous people a face as political actors,
while the use of audiovisual means provided a sounding board for their po-
litical messages, which were now beginning to reach Mexico’s national public
sphere,

In response to these developments, the government granted the country’s
indigenous populations the constitutional right to their own Ia nguages and
forms ol social organization, The video indigena movement in Mexico during
the 19905 has meanwhile been well researched from a media anth ropology per-
spective.’ Precisely because research hasg focused almost exclusively on videg
indigena, however, two misunderstandings have arisen, First, it is assumed
that the decisive impetus for indigenous communities and movements o en-
gage with audiovisual media emanaled from (he government’s jndigenismo
pelicics and that a program called Iransferencia de Medios Audiovisuales g
Comunidades y Organizaciones Indigenas, initiated by the Instituzo Nacio-
nal Indigenista (INI) in 1989, was crucial to providing instruction, equip-
ment, and organizational structures, Second, currenl research also sugpests
that tilm production in indigenous villages is basically synonymous with the
video indigena movement, which later broke away rom the INL. From this
perspective, callectively organized teams make docunentaries with the sole
intent of giving a uniforim voice to the local needs and demands of indigenous
collectives.

In this chapter, 1 question these assumptions by exploring the processes of
appropriating phatography and film in the Sierra Mixe thal tock place before
the video indigena movement emerged and that are, furthermore, currently
evolving without any close relation to media initiatives associated with the
indigenista palicies of the Mexican government. Focusing on the village of
Tama—-as Tamazulapam is populazly called—1 will examine the diversity, in-
tensity, and historical depth of the media spaces, within which photographs
and videos are used not only for explicitly political purposes but also jn the
intercsts of business. | contend that videos of the patron saint celebrations
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constitute a local and transnational genre that above all reflects the shift in
relations between the indigenous people of Mexico and the state, on the one
hand, and the dynamics of their international migration to the United States,
on the other. Indeed, the films are an integral part of these current processes.

1 also want to shed light on the political significance of this genre for the
social life of the transnational community. [t repeatedly triggers vigorous de-
bate on whether andiovisual media should serve nonprofit comrnunal purpos-
es exclusively or be permitted to embrace commercial goals. The patron saint
fiesta videos do not fit the ideal image of “indigenous media” as synenymous
with a political commitment with a communitarian focus. In the course of
my multisited ethnographic research between 2012 and 2015 in Tama and one
of its satellite communities in Los Angeles, I realized that these videos might
provide important insights into the autonomous driving forces that had been
harnessed to reinvent mass media in a village that has meanwhile expanded
transnationally to the United States.® In my opinion, these complex local and
transnational dynamics have been neglected. The unequal access of indige-
nous communities to modern audiovisual media, their historical experience
of a “visual divide,” and their current intent to decolonize mass media should
now be investigated.

I introduce the concept of a visual divide, in line with the more familiar
term “digital divide,” in order to capture in a similar manner the uneven ac-
¢ess to audiovisual media technology that has resulted from educational dis-
parities, geography, social class, ethnicity, cultural factors, and gendet.” Those
who are able to bridge the divide as a result of the wider distribution of media
technology at less cost nevertheless access this technology with a time delay.
Appropriating audiovisual media in their case means investing a singular ef-
fort to make up for being latecomers.

Variform waves of migration prompted the residents of Tama to take up this
challenge based on their desire to communicate translocally. They launched
into audiovisual media, adapting them to local conditions and largely reshap-
ing community life in the process. The concept of a visual divide refers to the
comprehensive structures of inequality that people categorized as indigenous
have to face in this field—inequality is not inscribed only in representations,
but also in the materiality and social practices of audiovisual media, such asin
media training and the organization of work. 1 therefore use the term to facil-
itate analysis of the cultural values attached to media technology. knowledge,
and practices resulting from the coloniality of power.* Scholars have abserved
that, in line with the dominant geopolitics of knowledge, indigenous peoples
have been perceived and represented as the opposite of “Western” modernism.
1o other words, they allegedly live in the past, are averse to progress, and have
no affinity for modern media.® Even expectations of media professionalisin
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prove to be culturally inscribed, given the hegemonic standards with a claim
to universality. According to the latter, “indigenous” forms of appropriation
are marked and criticized as improvised and amateurish. Actors in Tama’s
spaces of media production, diffusion, and reception creatively skirt or chal-
lenge and transform these hegemonic evaluations. In this vein they negotiate
and redefine what it means to be from Tama/Tuuk Néém and to be Ayunjk.*®

Communat Meoin Ano CommenciAt Yingos op The PRTADN SMNT FiesTa

At fiest sight, the genre of the patron saint fiesta video seems to have little con-
nection to previous developments in local media. Since the end of the 1970s,
the highlands region of the Sierra Mixe, which is considered one of Mexico's
“indigenous” regions,"” has become known nationwide for its ethnopolitical
movements, its cultural resistance, and its communal media. Avuujk organi-
zations such as the Comité de Defensa v Desarrolio de los Recursos Naturales
y Humanos Mixe (CODREMI) and later Servicios al Pueblo Mixe A.C. (SER)
met with a strong regional and national response precisely because of their
strategy of using modern audiovisual means of communication to spotlight
their political demands for control of local industries such as coffee cultivation
and mining. In an effort to articulate these interests, local radio and television
stations were launched in Tama and the neighbering village of Tlahuitoltepec
{known as Tlahui). They were conceptualized as community media, that is, as
alternative media that were organized and financed independently of the state
and of private media corporations.

In addition, use of the indigenous language and the focus on local eunlture
in media constituted a brand-new approach at the time. One example is Radio
Jénpoj (liverally “wind of fire”), which has operated in Tlahui since August
2001. It continues to broadcast in Spanish and the Ayuujk langnage across a
region that extends way beyond the nineteen municipalities (municipios) of
the Distrito Mixe and encompasses parts of the adjoining Zapotec-speaking
area of the Sierra Norte and Valle Central. In another example, between 1993
and 2000 Tama hosted the remarkable community television station TV Ta-
mix, which broadcast weekly programs on village events and political and
cultural issues in two languages. It continues to have an empoweting effect
on the alternative media movement even today, as it proved that a culturally
specific television program could work and showed how to put it into effect.

The community media continue to maintain their strong phsition in
the region. In 2011, local media activists (radio journalists, filmmakers,
and the cultural managers of several villages, with those from Tama at the
helm) founded the regional ethnic association Comité Cultural Comunitar-
io Ayuuk (CAYUUK).? It was against this backdrop that a media summit of
the Pan-American indigenous movernent, the second Cumbre Continental de
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Comunicacién Indigena del Abya Yala, was held in Tlahui in October 2013,
In the Sierra Mixe, media work of an explicitly political nature is linked for
the most part to the concept of comunalidad as drawn up in the early ]9895
by Floriberto Diaz from Tlahui and Jaime Martinez Luna from Gue]a.\tao Tn
the Zapotecan Sierra Norte."* As Alejandra Aquino Moreschi summarized in
an issue of Cuadernos del Sur dedicated to comunalidad, these intellectuals
belong to the generation that gave birth to the first regional organizations_ to
build on the concept of comunalidad with the aim of specifically :Lssertm_gr
Ayuujk ethnic identity, and of promoting processes of communal autonf)my.”
Since “comunalidad” refers to the principles of conviviality practiced in the
villages of Oaxaca’s Sierra Norte, it even surpasses Guillermo Bonfil Batalla’s
then-progressive formulation according to which pueblos indigenas are fle-
fined not by essential cultural traits, but by the condition of colonization."* In
one way or another, all the actors engaging in media in Tama profess ideas of
comunalidad and see audiovisual means of communication as a tool to serve
the communal practices that form part of their everyday life, such as serving
as an official in the civil-religious cargo system and carrying out communal
labor {teguio). They consider these practices fundamental to Ayuujk villages
and see thern as the basis of their autonomy vis-a-vis the Mexican state,

What is actually considered part of comunalidad, however, is subject t.o
negotiation, particularly in view of new challenges such as international mi-
gration. When assessed according to the ideas formulated in the 1980s, small-
scale entrepreneurs in Tama and the surrounding communities, who ea‘rn
their living with videotaping, are singled out as practitioners of commercial
media {medios comerciales) hy those who see themselves as politically active
comunicadores.'® Although this is accurate, their films, not unlike community-
run media products, use the Avuujk language (as part of the original sounf:]),
depict village culture, and are operated by Avuujk comuneros/as (community
members who own communal land and comply with the obligation to serve as
officials). Local family businesses such as Video Rojas, Video Tamix,” Video
Mecho, and Video Cajonos are not invited to CAYUUK meetings or to the
indigenous media summit. Neither do they expect to be included. Yet in spite
of these sharp lines of distinction, community and cotnmercial videographers
often interact in practice, exchanging their knowledge and equipment and
cooperating or competing with each other at venues such as fiesta locations,
where they record the events. Actors of both media fields engage in the appro-
priation of photography, video, and television in the Sierra Mixe.

Due to the visual divide, local actors of the Sierra Mixe were relatively late
in appropriating these media for their own ends. When they finally did, ho'w—
ever, they built on existing media practices in their villages, among them live
music and dance performances that were part of the patron saint ftesta, there-
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by translating these practices into centemporary media forms as a response to
new cultural and social needs. It would therefore be misleading to see these ac-
tors as simply catching up belatedly with developments in the fields of photog-
raphy, video, and television, which some media theorists assume to be univer-
sally predetermined by the characteristics of tech nology and to be proceeding
unilinearly,” Instead, local and transnational actors shaped this development
to suit their own historical, cultural, and social experiences. Using digital vid-
€0, they opened new “media spaces” by introducing among other things a new
professional field, that of the videoasta, and new genres (among themn videos
of the patron saint celebrations, weddings, and other social events), thereby
extending media practices and representations beyond the community.

[ conceptualize the capacity of actors from the margins to appropriate new
means of communication based on cultural and social needs as the opening of
new media spaces in a geographical, practice-oriented, and imagined sense.
Here they utilize their expertise and creativity to overcome physical borders
and social hierarchies, and widen their scope for action beyond their marginal
position.*” This process of creating new media genres and spaces of imagina-
tion, which is by no means without conflict over the use of alternative media,
will now be examined with regard to the patron saint flesta videos.

PaTRON SRINT FIESTAS 1n THe FLUK oF MICARTIGN

What strikes the visitor about the community of Tama today is the apparent
prosperity, which contradicts the standard Mexican image of indigenous life
s synonyinous with poverty, backwardness, and existing on the margins of
the country’s mainstream development. The residents of Tama are peasants,
manual laborers, skilled workers, teachers, professionals, merchants, and en-
trepreneurs. They claim that migration was a significant factor in their eco-
nomic advancement and that their primary destinations in the 1970s were the
city of Oaxaca and Mexico City. The 1990s saw their increased migration to
cities such as Celaya, Irapuato, and Guanajuato in northern Mexico, as well as
to the international destinations of Los Angeles, Chicago, Milwaukee, and cit-
ies in North Carolina. In many respects, the village of origin in the Sierra Mixe
has undergone a dynamic process of modernization. Local knowledge today
is based on the substantial amount of experience residents have accumulated
in recent decades in terms of education, work, and business, Migration also
triggered the community’s accumulation of capital, which was allocated to its
dense urbanization, solid infrastructure, and mediatization, all of which are-
aligned with contemporary urban standards. Many households are currently

able to afford satellite television, and some have private internet access. Cell

Phones have become commonplace since Tama’s inclusion in the cellular net-

work in 2011. Via the private Mexican television provider Sky, which is owned
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by Televisa, households now receive channels common throughout Mexico,
ranging from TV Azteca to the Discovery Channel and Nickelodeon.

This development, however, has by no means led to the lass of Ayuujk cul-
ture. Rather, in Tama, a Mixe or Ayuujk identity is actively promoted through
public discourse and communal cultura} practices.®® The politics of ethnic
identity emphasizes the self-concept of people in and from Tama as comuner-
osfas and their participation in the civil-religious cargo system {often referred
to in Spanish as el cabildo). Being a comunero/a implies ownership of com-
munal land and the commitment to serve in the civil religious cargo system
every five years without remuneration when nominated by the General As-
sembly of all comuneros/as. Key concepls such as being a “good” comunero/a
refer to specific characteristics of the (semi)autonomous governance system
of indigencus communities throughout Mesoamerica. Many communities
have fought to sustain this piilar of sel{-administration since the colonial era
and have in many cases essentially preserved the cargo system as a mark of
distinction to this day, while at the same time adapting it to changes in the
political system at the national level. The demnands of ethnopolitical Ayuujk
organizations, along with those of the EZLN in Chiapas, impelied the state
government of Oaxaca in 1995 to accept the cargo systern for the first time as
a legal form of municipal government. Municipalities such as Tama may now
officially govern themselves as so-called usos y costumbres (traditions and cus-
toms) without having to adopt the Mexican party system.? The cabildos are
economically and politically important in the state of Qaxaca. The municipal
districts they represent have been granted budgetary aid by the federal gov-
ernment since the end of the 19903,

Currently, however, the cargo system and another communal institution,
the patron saint fiesta, have been adapted significantly as a result of waves of
mass migration to the United States. A large number of villagers, especially
those of prime working age, have emigrated to the United States.® This has
led to a shortage of people in this age group in the hometown who would nor-
mally take part in the cargo system and the patron saint festivities. Since the
beginning of the twenty-first century, Tama has reorganized the communal
obligations to counteract the negative repercussions of migration. Migrants
are no longer required to serve in offices on-site in the home village. Instead,
they are expected to provide considerable financial contributions as compen-
sation, This includes contributing money to the patron saint fiesta. Their do-
nations to the festival are deducted from tbeir yearlong cargo service, which is
estimated at one hundred thousand pesos. It is with this calculation in mind
that many migrants donate to the fiestas.

Migrant donations mean that the festivals in honor of el Espiritu Santo
{during Pentecost) and Santa Rosa de Lima {around August 30) are currently
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organize some aspect of the fiesta,

ft:m;- also ap'p!ies to migrants living in the satellite communities outside
0 : ; lerra Mixe. Even those who commute between a satellite community
and lama, and lead a transnationa] life, identify first and foremost with Tama

comply with the ideai of being good comuneros/as. [n addition, they are oft
pressured by officials from the hometown to make financial dc;nati):)ns to tﬁn
fiesta. Their contributions cover the food, decorations, prizes for s ortsi e
tests (e.g., prize money or the silver-plated trophy for the winnin l;ask tl;n;i
t.eam), and even the ostentatious castillo ﬁrewori-;s. Part of this ‘:gdias y i .
tmn’.’ of the ﬁesta involves its mediatization, the new professional field oi;c\]rr'::lza_
making and the creation of a focal and transnational genre--the atron aint
fiesta video—that will now be described in greater detail Fiestaspa co Saim
ment of communal life, have assumed this particular medlia form e o

Fiestn Utoaos ano Theg RestheTic Devices

Films of the patron saint festivities, bearing titles such as Feria anual d
Tamazulapam (Annual fair of Tamazulapam), are sold locally by small g X
nes.ses like Video Rojas, Video Tamix, Video Mecho, and Videg Cajon us'l-
their shops and market stalls. Other street vendors also sell fiesta vineoossc:S

generation of communal filmmakers

. Various members of this group repeatedly indicated to me that the re d
ings (regisiros) of the Patron saint fiesta cannot be compared to thej dCor -
me.ntarf films (documentales), They cited the fact that the films havzlxrm ?1‘;“'
I'f.thE {"no tienen Narrativa”), are expressly focused an pleasing the audi .
‘( son Fomplacientes”}. and-—particularly because they do not make enc?’
Interviews—do not stimulate reflection (“no incitan una reflexion™) Izil;:ez

filn ami
1maker Yovegami Ascona, who at the time was writing his bacheior’s thesis
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Fraune 5.2 The Video Rejas shep in Tana tellh and videographer Jaquelina Raja
Sinches, (right). Photograph by Ingral Kammels.

titled “Cine y video en a regidn mixe” (Filim and video in the Mixe 1'eg§011)\
asserted (hat these were the procise reasons that he did not inclu.dc lhc. h.esta
genre in his thesis. Nonctheless, [ would argue that such dismissive (591111(1115
are due to the visual divide and hegemenic “universal” smndards‘: being at-
tributed to audiovisual media preduction and pmlcssior@lism. ()Smmunnl
filmmakers often reject media practices deemed “unprofessional, becausal‘
they seem to reinforce the stereotype thal indigencus people are backwarc
and averse Lo progress. . ‘ t
At first glance, the DV series of the }7;1t1'-on sam‘c. ftesta woulcj .sefamq‘oi
support the view that the videoastas lack prof.e'smonalzsnm The I’)\; ‘D I;mus
convey the impression that the fiesta event itsel is the na 1'1'-(1t1.ve. Video 9_]_;15
series of nine DVDs of the Santa Rosa festa of 2013 bear tites thal mirror

the common parlance lor different phases of the fiesta, including Reception of

the Bands, The Traditional “Culenda” (disc 1) The Sports Parade, Immgui-fumn
of the Copa Mixe (disc 2); Culiuval Progran, Dance Event with Super T and

Los Originales de Tlahui (dise 3); Public Performance af the Bands, Ignition of

“The Castle” Fireworlkes (disc 4); Second Dance Event with Maike ¥ Susﬁ':'k:ciac!os
Super Uno, Musical Group Calenda and Gripo Lo Smr.'bm“(dlsc 5); Final 1‘im-
ketball Matches Chitdren, Venale, aid Male Youngsters, Final Matches U}f the
Copa Mixe 2003 (disc 6Y; Final Matches of Ferale and Male Aduli and hm!h
Basketball, Finals of the Copa Mixe 2013 (disc 7); Award Cerernony, Third
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Friure 5.3 Market stall with fiesta DV s, Phatograph by Ingrid Kammels.

Dance Event Grupo Siglo XX {disc 8); Farewell to the Bands (disc 93, Far 5 ny-
one watching one of the 90-16-150-minute dises for the first time, they indeed
appear to be merely unedited lootage that has been st rimg together. Events
linked with minimal editing, and semetimes with no ediling al all. More
there are no interviews and mos( of the material consist
the recordings often forgo credits and thus X}

are
over,
s of long shots. Since
slicit indication of authorship,
they seem to make no claim to being Almic narratives

A closer look at the films, however, reveals their deliberate design. The vid-
eographers I spoke to expounded on how they purposely created an aesthetic
format oriented to the taste of their customers, the local and transnational
villagers.™ This is an audience that dppreciates videos free of comment

ary but
with original sounds. Unlike viewers of “cla

ssic” documentaries, the audience
is not interested in identifying with the subjective perspective of the film mak-
er or of a main protagonist. Instead, village viewers prefer to undergo a vicar-
fous “real-life” experience where they can adopt the perspective of a ubiqui-
tous fiesta spectatar, They value long shots (planos generales; that allow them
to appraise the interaction of ag many people as possible and 1o decide for
themselves what aspects of the recording interest them most. For their part,
the videographers have become experts in long shots, which are maintained
using monopods that permit changes in perspective when recording. At the
same time, they often use slow panning shots from a slightly raised position to

incrementally recard all of the fiesta’s participants, Their crowd scenes empha-
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size collectivity over individuality in a way that corresponds to the choreog-
raphy of the patron saint fiesta in real life. They generally try to portra).f fiesta
visitors on film as serious and dignified members of the larger community. On
the other hand, they avoid putting the spotlight on individuals, because clo.sew
ups can be interpreted as signaling, criticizing, or ridiculing their behavior,
not least when dancing at a baile (see discussion below), '

Paradoxically, viewers are particularly drawn to comical (chusco) scenes in
which people are in fact exposed to ridicule. Several motifs are a traditional
source of amusement, including the grotesque body motif in la danza de los
vigjitas (borrowed from the Zapotecs), where the dancers are disguised as 'old
men and parody their movements. Dancers, athletes, and drunks are especial-
ly popular. Videographers deliberately try to capture lo chusco, in .dal'wes, for
example, or when clowns perform during the intermissions at the }arx_peo bult
riding. That said, they frequently end up recording comical scenes inadver-
tently, as will be shown in the next section, ]

Typically fiesta videos capture both “traditional” and *modern” compo-
nents of the festival, Jaquelina Rofas Sanchez of Video Rojas, who called my
attention to this, explained what distinguishes her work as a local vi.deog—
rapher from that of nonindigenous documentarists. The latt?rl>a.re Prlmar—
ily interested in recording what they consider to be “authentic mdlgelnous
culture and concentrate on religious rituals such as the costumbres.” V1llage
videographers, on the other hand, view “modern” elements as part of thlelr
culture. Locally, specific cultural manifestations are distinguished acc.ordlng
to when they were introduced. Thus, while la danza de la Malinche, w.hlch was
integrated into the fiestas at the beginning of the twentieth century, is lookf?'d
upon as “traditional,” the couple-dance events (bailes) that became popular in
the 1990s are generally classified as “modern.” ‘

1 gradually became aware of the numerous aspects of the fiestas that vil-
lage videographers generally fail to take into account or delibe;ately_leave out
when recording and editing. The negotiations with and relationships to ca-
bildo officials and film customers play a major role here. Media makers and
their activities should be primarily analyzed in their cultural and social post-
tioning as comuneros and comuneras. Community life is the princ1pa.l source
from which videographers draw their contacts, expertise, basic materiais, and
particularly their cultural forms of expression. In other words, it is the corner-
stone of their media work, as we shall see in the following.

UipeacRreres, MeAcHANT, ANO Comunero/A

Video Rojas, Video Tamix, Vides Mecho, and Video Cajonos are small family
businesses and, for the most part, consist of a married couple and occasionally
their adult children. They travel as itinerant merchants to as many as forty pa-
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tron saint fiestas a year, capturing them audiovisually over a period of several
days each, Their decision as to which regional fiestas to record is determined
by the potential for profit. Like other itinerant merchants, they link the villag-
es where the fiestas take place into a flexible market system. Genoveva Pérez
Rosas likes to call her self-taught profession “traveling camera” {cémara via-
Jante). Tnese businesses typically own or rent a car that houses their traveling
studio. As a rule the equipment comprises a PC with an editing program (e.g.,
Pinnacle), a DVD burner, a color printer, a television screen, and often several
camcorders.

Commercial success depends on being able to conform to customer tastes,
something that the videographers have become experts at analyzing. Jesis
Ramén Garcia, from the Zapotec village of San Pedro Cajonos, who runs
Video Cajonos with his son as a second cameraman and his Tama wife as
a salesperson, was the first person to provide me with an analysis at Tama’s
Santa Rosa celebrations in 2012. I met Jestis Ramén at his pickup truck parked
behind the village church. He is  jovial and engaging man and a larger-than-
life festival vendor. The previous day’s recording flickered on a large television
set resting on the open bed of the truck. A group of ten people were assem-
bled around the television set to watch the dance from the previous evening,
featuring the band Super Klas. At first I just saw a cumbia show band per-
forming in front of the dancers. Nothing in the sound or visuals suggested
that the scenes had been shot in Tama, since the dancers were not wearing
ethnic clothing and the songs were in Spanish. I gradually gathered from the
comments of the spectators that what was special about this recording was
the documentation of a baile with this particular band, currently popular all
over central Mexico due to its hit “Pobre corazén,” in Tama of ail places. Jests
Ramdn had edited the ninety-minute film overnight and slept a mere three
hours, normal procedure for a videographer at a fiesta, The circle of people
around the large television were having a lot of fun. But what exactly made
them laugh? For the most part, they were amused by how some of the dancers,
many of whom were well-known village people, performed, and they com-
mented on the constellation of the couples, who had either just become ac-
quainted or were long-standing spouses.

Moreover, consuming this village genre genetates a sense of belonging
and self-esteem: in home video style, viewers take pleasure in recognizing
themselves and other familiar faces from the community. They identify their
hometown as the dominant field of personal experience and social interaction,
and thus as a physical environment they experience as both secure and pleas-
ant.* The pleasure Tama viewers feel, however, is also tied to the visual divide.
To this day, mainstream television—such as the broadcasts of Televisaand TV
Azteca——has yet to represent indigenous people as an integral part of Mexican
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Fraure s, Jesas Ramon Garein ol Video Cajonos, presenti ng his videos at Tama
Santa Resa de Lima fiesta in August 2012, Photograph by Ingrid Nummels.

soclety. Indigenous characters in telenovelas cu“nli‘nue 1o be portrayed st.'ereo-
typically as servants. ! In contrast, “indigenous” viewers see them-s?lves in pa-
tron saint fiesta videos as subjects and protagonists on the television scre'en,
and thus as part of a medium they have appropriated. ConseqL‘:enlly. practices
surrounding the fiesta videos contest hegemonic concepts of what the mass
mediz consider “appropriate™ representational subjects.

From a business standpoint, videographers generally concentrate on two
different areas: family celebrations that they him for private ‘md‘ividua]s and
the recording of the village fiestas, which they document even without a- spe—~
cific commission. In the first case, lor example, the client purchqses v;d.eo.s
of a wedding, christening, or quinceasiera celebration, Due to the mcre?asjmg,:
popularity of this genre, it is now common for a padrino and/'o?' a madrina a'r,.
video (some of whom live in vne of Tama's satellite communities) to sponsor
the recording, which can cost between one thousand and five thousand p.esos.
In the case of the patron saint fiesta videos, on the other hand, there is no
need for sponsors, since videographers can m‘a.ke ten thou.sand pc.esor-? ().J"I‘I;OI'E
selling the DVDs to the attendees at thirty to fifey peso.s apicce. It‘ls lehLdu t té
quantify the earnings of conimercial videographers, since there is a tendency
to conceal targe profits (o prevent envy or criticisn. . ‘

In Tama, Video Rojas and Video Tamix are the oldest bLlSl[]E‘S‘SES ac.twe
in this fleld. Video Rojas is largely operated by the married couple Oscar Ro-
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Fraum 5.5, Watching a fiesta DVD of the danee cevenl i (f

e back ol The Video (a-
Jonus pickup truck at Tama’s Sar Rosa de Lima fiesta in Septembier 2015
grapl: by Tngrid Kummels,

. Photo-

fas Cruz and Jaqueling Rojas Sinchez, who have been producing films since
2005. Oscar is in charge of the first camera and the lilm editing, while Jaque-
lina is respansible for the second camera and occasionally rakes over for her
husband. Sometimes they employ an additional cameraman. In 20
stance, they hired a member of the Video Rey team from the Zapotec commu-
nity of Guelatao to film the Santa Rosa de Lima fiesta in Tama, while Oscar
was fully occupied with hig responsibilities ag a municipal official (councilor
of education). The couple have a Nissan pickup for journeys to fiestas thr
out the region, where they park in rented market spaces.

Video Tamixisa family business owned and run by Genoveva Pérez Rosas
and Ler sons Romel and Illich Ruiz. Interestingly, Genoveva sees hersclf as
a housewile who makes films on the side. Along with Jaquelina from Video
Rojas, she is in fact a woman pioneer in the male-dominated field of village
audiovisual preduction (as TV Tamix, a coilective composed exclusively of
men, demonstrates), Genovevy essentially manages Video Tamix. Her son
Romel edits the films, while his younger brother Illich operates the camera
and designs the DVD covers and the discs themselves, Qver the years, the
Ruiz family has performed a wide range of commissioned work arnd has made
tand dispute documentaries.» I addition, Video Tamix has made a video an
afamily that lost its house in g landslide, produced music videos for local rock

12, for in-

ough-
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Fiaune 5.6, Genoveva Pérex. Rosus of Video Tamix, recording the lacal philharmeon-
ic band at Tama’s Santa Rosa de Lima liesta in August 2015, Photograph by Ingrid

Kunmimels.

bands, and made films at the annual Feria Cultural del Pulque event orga-
nized by the community youth.

The diverse range of the film worlc indicates the different inclinations of the
videographers, Some, like Romel, are involved in Bim projects critical of village
society. All of the videoastas, however, consider themselves amateurs and em-
phasiz,e that they are self-taught, ¥ They partly base their staius on the fact that
none of them has atlended workshops such as those offered by video indigena.
Interestingly, they refuse Lo even call themselves videoastas or camardgrafos,
as they are not comfortable with the idea of actually being professionals. But
their 1:egn£ar cooperation with communal filmmakers who have professional
training has nonetheless given them a great deal of knowledge specific ta their
profession. The transler of media knowledge on-site has proved crucial to set-
ting up their businesses. Commercial and communal media makers do not
adhere to a strict division when it comes to passing on knowledge or sharing
equipment. Adherents of both fields value being able to ask for advice on the
spot without further ado, Due to their practical advantage, knowled%e trans-
ters of this kind are frequent. Those who cooperate in this way profit in the
long run, because favors are likely 1o be returned in the future.

Both Video Rojas and Video Tamix work at patron saint festivals over a
vast region encampassing Villa Alla, the administrative center in the Zapotec-
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speaking Sierra Norte, and villages in the Mixe Media region to the south.
Qver time, the videographers have learned to take the clientele in the differ-
ent municipalities into consideration, as each has a specific relationship Lo jts
fiesta, Some communities regard the church Mass as an important compa-
nent of the fiesta, while others find this uninteresting. Hence the ilmmakers
scrutinize the reaction of their individual audiences and try to design videos
to match their tastes. They primarily judge the quality of their films by how
successful they are in meeting audience expectations and by product sales,

At the same time, videographers are not solely dependent on their local
and migrant clientele for success. Indeed, the village cabildos {that s, their
officials) have different attitudes toward videorecording. Jesus Ramén of Vid-
eo Cajenos noted that when the boom began in 2005, several villages insist-
ed on staking a claim to this lucrative business, They argued that their local
cuiture—in which the cabildos had invested considerable sums of money—
should represent a communal cultural patrimony. The cabildo of Cotzocdn
demanded a payment of ten thousand pesos for a film permit. Jests Ramon’s
response was to stay away from the village since then. Given that cabildo of-
ficizls are replaced annually, however, the situation may now have changed.

As a result of such experiences, fiesta videographers now negotiate direct-
ly with the municipai officials on an annual basis. They endeavor to avoid
up-front payments and instead create favorable conditions for their wark and
subsequent sales. Their uitimale goal is to obtain exclusive rights {exciisivi-
dad) and special permission from the cabildo to film the fiesta in its entirety
and sell the extensive material on DVD. Romel from Video Tamix indicated
that videegraphers have considerable leverage with municipal officials, who
generally exploit patron saint fiestas to publicize their organizational talent
and their ability to bring together the whole village. He has had the experience
of persuading officials that it is in their best interest to capture on film the
fiesta they organize, since it serves as visual proof of the extent of their local
engagement, which is particularly important with respect to the distant satel-
lite communities in the United States.

Furthermore, fiesta videos are an enduring testimony to a significant mo-
ment. According o Romel, these videos can enhance the officials prestige
since they are disserninated over botb space and time. He and his father, who
held an important office (as councilor of finance} in Tama in 2013, decided
to broaden their business strategies. For example, when officials they knew
through family relationships asked them to stage a box ranchero in their vil-
lage for the first time, they complied and requested permission to record the
fiesta.” The municipal officials agreed, recognizing that staging a popular
sporting event and having it caplured on a fiesta video would make Lheir cel-
ebrations more appealing. As a rule, visitors from neighboring villages closely
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observe and comment on the success of a patron saint fiesta year afier ‘)!fzar,
which, in turn, serves as a barometer of the economic, religious, and polltllcal
power of the hosting municipality, Officials therefore do their be§t to pro\.ude
memorable highlights: they invite the most popular bands, organize a region-
al sports competition, or present other novel attractions. , .

In sum, these negotiations demonstrate videographers se!f—dc?ermmed
path to professionalism. $ince they are also coinuneros/as, these videoastas
have in-depth knowledge of the dynamics of patron saint fiestas and the mo-
tivations of the officials who organize them. A number of them have already
held higher office themselves and helped to erganize fiestas. The dua? role of
videographers has an impact on organizational structures, forms of mterac-‘
tion, and the ways in which the videographers acquire knowledge as Part of
their business. Hence they are not purely motivated by monetary gain, nor
do they act in this way. Instead they strive to balance their commirment to
making a profit with the ideal of being a good comunerofa (or they are pushed
in this direction by the community). This ideal connects them to that part
of their clientele that lives in the migrant satellite communities and.seeks to
preserve its rights and make contributions as comuneros/as from a distance.

Tue Invention op THe PATRON SAINT FiesTa Viogos in TRAmA

The fiesta videos are by no means specific to Tama. On the contrary, profes-
sional videographers specialized in documenting social eventsisuch'as wed-
dings and viilage fiestas are part of a glohal trend..The wedding v1de0gr}zli~
phy business, for example, was established in the United States as ea}'ll}f as the
1980s with the advent of affordable video cameras.™ Yet as communities have
distinctive needs, the social event genre (called evenfos sociales in Mexico) had
to be reinvented in places like Tama, where it has been adapted to rm'aet local
and transnational requirements and has become a standard item. since ‘.[he
beginning of the 1990s. This genre has been developed on the. I?aSJS of exist-
ing local media. The following examines how fiesta videos s.pecﬂllcally evolved
in Tama in connection with the new need, triggered by migration, to form a
transnational community, .

Up until the early 1960s, the peaple who took photographs or filmed m. re-
mote regions such as the Sierra Mixe were almost exclusively ainthro.pologlsts,
government officials, missionaries, or travelers, whilethe local inhabitants had
to be content with their role as photo subjects. The first gencration ofTanla ru-
ral schoolteachers bridged the visual divide when they hegan to acquire small,
affordable, and easy-to-use Kodak Instamatic cameras with a cassette film
s.ystem. Committed to cultural work, they organized music ar_ld dance perfor-
mances in schools. The teachers enriched the performances with Photography,
seeing it as the best medium to record and modernize these creative efforts.
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Tama’s television project, TV Tamix, exemplifies a further step toward a
more sophisticated audiovisual documentation of local festivities.® When
this project was initiated as part of the Casa del Pueblo in 1989, the collective
of young men working there, including several teachers, turned to the patron
saint ftesta as the first “natural” film subject to be captured on tape.”’ The fiesta
itself is a platform for music and dance performances absorbed in a regional
context. Using the then-novel medium of analog video, the collective set out
to capture these traditional media productions. At that time, the first Tama
villagers had already begun to migrate to the United States, a development
partly spurred by their awareness of the scores of people from neighboring
Zapotec communities wandering to the north. Returnees breught VHS video
cameras back with them from the United States to record their children grow-
ing up, much in line with US home movies. Inspired by the idea of filming the
Espiritu Santo fiesta, Genaro Rojas commissioned Fortino Lucio (a villager
wholived in Los Angeles, and the father of Jestis Ramnén Garcia, the Video Ca-
jonos entrepreneur) to purchase the Casa del Pueblo’s first video camera. The
story of this video camera is itself instructive in terms of the entanglement of
village media, migration, and the innovation of communal practices: In 1990,
Lucio brought this analog video camera to Tama to record the costly castillo
fireworks, which he had sponsored that year for the Espiritu Santo fiesta. He
thus used the camera to document his financial success as a migrant for rel-
atives and friends in the United States and Mexico. TV Tamix later used this
video camera 1o broadcast the fiesta live for the first time on local television
in 1993,

Beyond this, the TV Tamix collective produced a documentary film on
the Espiritu Santo celebrations entitled Fiesta animada (Animated fiesta}, Ac-
cording to Hermenegildo and Genaro Rojas this film was not a patron saint
fiesta video in the current sense of the genre. At that time, TV Tamix formed
bart of the video indigena movement initiated by the INT. Guillermo Mon-
teforte, who was then still working for the INI, also helped to establish the
Centro de Video Indigena (CVI) in the city of Oaxaca in 1993. TV Tamix
produced the twenty-two-minute video for the CV1, and according to Genaro
Rojas “it was widely circulated” (“y se movid bastante”™), shown at workshops
and festivals where this type of documentary was regularly presented and an-
alyzed.™ Though it was acknowledged as well made, some criticized its mes-
sage as apolitical, Fiesta animada later continued to be disserninated through
the distribution channels of Ojo de Agua Comunicacién, an organization that
contributed to the redefinition of the video indigena movement by making
itseif independent of the INT and its political guidelines.

Yet when they screened Fiesta animada in Tama itself, the village audience
was somewhat disconcerted by its concise editing. From their perspective, it
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left much to be desired, since everything they considered attractive at the fies-
ta (such as the basketball game) was captured only in fragments. In line with
the “classic” documentary film approach, a refined montage style is thought
not enly to convey the film narrative, but also te make it “faster” and more
entertaining. The villagers, however, preferred the raw footage of the fiesta to
the edited version. The video indigena style of representing Tama's fiesta did
not appeal to the local taste of an “indigenous” community like Tama, despite
the former’s claim of complying with the needs of “indigenous” audiences.

In 2000, the village's General Assembly withdrew its support for TV Tamix
and revoked its communitarian status. Many residents distrusted the media
project because, in their view, it lacked communal orientation. Théy accused
the young male collective of recruiting more on the basis of their connec-
tion ta the Rojas family than on communal principles.” Cruciaily, TV Tamix
presented a statement of account to the General Assembly but was ultima'te-
ly unable to justify the use of grant money from the Rockefeller Foundation
and the John D. and Catherine T. MacArthur Foundation. In the early 2000s,
once Genaro and Hermenegildo realized that they could no longer work as
communal filmmakers, they began to seek private cornmissions in the field of
audiovisual production. Suddenly a new avenue of opportunity opened up for
videography productions, now linked for the most part to the incipient mass
migration to the United States. ‘

In 2001, Hermenegildo took advantage of an invitation to the Smithsonian
Institution’s Native American Film and Video Festival to visit Los Angeles
and look up relatives who had migrated there. During his visit, he showed
films that TV Tamix had produced, including a recording of Tama’s fiesta in
honor of Espiritu Santo in 2000. He was overwhelmed by the enthusiast%c re-
sponse to the film and the high demand among migrants to watch it. This led
him to set up his own commercial venture shortly after his return to Tama,
which he called Pata de Gallo. Between 2001 and 2005, Hermenegildo pro-
duced annual videos of Tama's Espiritu Santo celebration. He relied less on
the style of his own previous documentary film work than on the production
methods of Video Lider, which pioneered the videotaping of patron saint fies-
tas in the Sierra Norte region, :

Ingeniero Fernando Sinchez, a Zapotec businessman residing in Guelatao,
was the first to show an interest in the standards and demands of this genre
a few years earlier with his company Video Lider. Sanchez, who had learned
the art of filmmaking thanks to a course he took in Los Angeles duri‘ng a
stay as a migrant laborer in the 1970s, had initially made documentary films
with classic Oaxacan motifs, such as El espiritu de Monte Albdn and Days of
the Dead in Mexico. Their style is modeled on travelogues that portray “for-
eign countries and people” (precursors of Discovery Channel documentaries).
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They were prevalent in the 1980s and 1990s, Only later did Sdnchez begin 1o
tap into the fiesta videos as a new market, calling the movies Lq fiesta de wmi
pueblo, followed by the name of the particular community, These videos adopt
an observational style and in part record the festivities in real time. Based on
his own criteria rooted in the “classic” documentary, Sanchez had quite a neg-
ative apinion of the fiesta videos, including his own.*

Notwithstanding this precursor, Hermenegildo and Genaro Rojas had to
reinvent the patron saint fiesta video for Tama. This was because new migra-
tion patterns called for novel solutions to communal institutions such as the
patron saint fiesta. The village increasingly gave returnees or absent migrants
a centrai role as sponsars. In the 2002 video that Hermenegildo and Genaro
made of the fiesta in hanor of Espiritu Santo, Genaro pointedly asks a leading
official about his plans for migrant donations to the celebration. The official
explains in detail what happens to their money at the fiesta, During this in-
terview Genaro and the official both invoke the term paisancs or paisanas,
referring to community members living in the United States. By doing so they
extend the viewers envisioned by local film producers to include viewers in
the United States and, at the same time, transform the hometown fiesta with a
story line staged explicitly for a transnational audience,

My findings regarding the development of the patron saint fiesta videos
proved surprising. When 1 first encountered fiesta videos, members of the
video indigena circle, including Hermenegiido, explained that they were the
work of self-taught filmmakers. Apparently lacking knowledge about film
craftand film aesthetics, these videographers had recorded their footage with-
out adhering to conventional filmmaking standards. Instead they left their
camcorders on for hours at a time and recorded the overall scene in long shots

. from the same position. As it turned out, however, community filmmakers

were instrumental in creating this genre, which in fact has its own profes-
sional standards. As locally embedded as the patron saint fiesta videos might
appear at first—even in the context of the history reconstructed here—they
are basically a product of Tama's transnational community, The way in which
villagers living abroad influence the hometown’s fiesta and its filmic Tepresen-
tations will be examnined in the next section.

TaRnsaRTIONAL MARKETING AND Auoience Expansion

In the course of severai migration waves with changing characteristics, the
people of Tama have extended their commy nity far beyond the borders of their
hometown in the Sierra Mixe * As mentioned earlier, their diaspora includes
satellite settlements in the city of Oaxaca and northern Mexican cities, partic-
ularly in the state of Guanajuato, as well as cities in the United States, mainly
Los Angeles, Chicaga, and Milwaukee, and numerous parts of the country
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with large-scale agriculture, From these sites, various translocal ::um‘wcti(?r{s
have been established to the village of erigin, which holds a key sociopoliti-
cal position. For this reason Tama maintains a very close relati(‘msl.ﬁ.p ‘l(; the
stale capital of Qaxaca, located 105 kilomelers away, Prosperous families from
Tama frequently have an apartment or a house there, an?i ‘commutc back EII.Id
forth. As part of their migration experience, the people of T'ama have 'f\lso btl;llt
up a profitable line of business away from home: the taqueria. Intecestingly, the
tacos they sell in these restaurants are nol seen as traditional foad back home.
On the c’ontrary, migrants lrst learned 1o make thent in I.\/lexia.)‘City, and
over Lhe years set up their own businesses in northern Mexican cilies, where
conditions were more tavorable for such ventures and allowed them to prosper.

Most migrants in Los Angeles, Calilfornia, work as simple,‘ albeit well-paid,
laborers—al least compared to Mexico, As a rule, women find employment
as maids and housekeepers and men in construction sectars such as phu?b—
ing and electricity, or in the taqueria business, Mest pe‘ople frm?] Tama h.rst
maved to the United States in 199% and 2000, a period of economic expansllon
in the destination country. During this migration wave, a local coyote special-
ized in illegal border crossings. Today, interested individuals gmex"zl]ly conm‘]l-t
village diviners (Spanish: adivina/o; Ayuujk: xémdidpy) to determine the best
day to travel,

"Ihis section focuses on the Los Angeles community’s perception and L.f(')'
production of the patron saint Resta videos, Due to the restrictive US po.llcy
toward job seekers from Mexico, this migration contains a new dimension.
So [far, the estimated four hundred paisanos and paisanas from Tama have
not established a community with formal institutions (e.g., a homel.own as-
sociation} and political representation to the same degree as ot.her Oaxaca.n
diaspora communities in l.os Angeles. One reason is their 1‘elzl1t1vely ]at?e mi-
gration in comparison Lo other groups from Mexico and their lac'k of leg.ni
status in the United States. Sierra Norte Zapotec people, who immigrated in
large waves in the (9805, profited {rom the (lf’!-i!'i.‘sfl'(? (lhe amnesty pl'O\’jded.b}f
the Immigration Reform and Conlrol Act of 1986) and were able _to legalize
their immigration status. As official US residents, they now travel Irc.cly back
and forth between Mexico and the United States. Most of their satellite com-
munities have an independent political committee (a comité) that organizes
patron sainl festivals in rented salons {called kerrireses) in Los Ange.les an.d
raises funds that are subsequently invested in infrastructure projects in t.helr
hometown. Although the paisanos/as from Tama in Los Angelgs organized
themselves inlo a committee in 2004 in response to an acute contlict betwe.en
Tama and its neighboring village Ayutla over water resources, it had a life
span of only a few years. It was in fact dissolved as a resuit of the alleged cor-

ruption of its leader.
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This notwithstanding, the people of Tama in Los Angeles Toster cloge
relations with one another by means of a common orientation toward their

hometown. A cornerstone of their togetherness is their self-conception as co-
muneros/as of Tama even from a vast distance. Despile their long absences,
many paisanos/as continue to regularly send remitrances to their immecdiate
families and relatives in the home village. Besides, they make annual pay-
ments for communal work {tequio) and—less regularly—donate to the patron
saint fiestas in Tama, Numerous men and women {rom Tama have lived in the
United States for nearly twenty years, Although visits back home to Mexico
entail great risks and enormous cost because the border has 1o be crossed ille-
gally, many have nonetheless returned temporarily to Tama in recent years if
elected by the village General Assembly to a cabildo office, occasionally even
bringing with them their wives and children. In same cases they rely on rele-
tives in Tama when they are obliged to comply wilh their election 1o an office.
A parent, for instance, may substitute for them by serving as an inferino, a
common mechanism used in the absence of (he migrant in question. Marriag-
€5 in the United States not only bring together paisanos/as from rhe village of
origin, but also connect men and women from Tama with peaple from ather
Mexican regions or ather Latin American countries,

Acquiring and watching patron saint festa videos is a meq ns ol reinfore-
ing close ties with the village of origin. Each of the Tama £y milies | visited in
Los Angeles had numerous fiesta videos in their home collections. They pre-
serve the annual films of their hometown insmall family archives. Along with
festa videos Mrom ¢f centre, Tama’s central district, they also keep recordings
of dgencias (the municipality ol Tama hag cight such setdements in tolad) that
organize their own patron saint fiestas, The families either arrange to have
the DVD series sent to them or they acquire them from paisanos/as who act
as distribuidores in Lo Angeles efther aver the phone or door-ta-duor. Most
of the distributors I met are relatives of videographers in ‘Tama. Jast about
every family in the village has a close relative in the Unite States—a brother,
a sister, a cousin, a parent, or a child, The DVDs are sent from Mexico via self
arganized delivery services (pagueterias) thal specialize in shipping iconic
foods and items, such as chiniestie (a chili paste), fierbas (herbs), and tatapos
(large dry tortillas), (rom home (o the United Stales.

In Los Angeles, the festa videos are watched in different spaces of beiong-
ing, such as at home with the family or other members of the household, or
in the cantext of a weekend get-together with guegrs. They are shown on an
ordinary DVD player and a television set. At get-togethers neither hosts nor
visitors watch the many hours of il in their entirety. They lcave the video on
asameans of attunement ip the background, giving their full attention only to
scenes of particular interest, which they then watch several (imes. Gatherings
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FIGURE 5.7. TV set with a festa VD in the background at the home of people from
Tamaliving in Los Angeles, March 2614, Photograph by Taprid Enmimels.

like these constitute important forums for cultivation of the paisano/a com-
munity. Viewed more broadly, the patron saint fiesta videos are consumed in
Los Angeles in a field of tension of difterent belongings, where paisanos/as in
the United Stales develop a sense of community that is linked explicitly to the
hometown, but that is also, in pact, independent of it.

The following example clearly illustrates the role of the fiesta videos in this
process. In February 2014, | sat with eight paisancs/as at 2 barbecue prepared
by our host Francisco, who has lived in Los A ngeles since 1999 and works as a
plumber.” These eight people constiluted a highly mixed group in terms of the
nature of their migration (rom Tama and the specific time periods, motiva-
tions, genders, and accompanying statuses this entailed. Although T explic-
itly avoided raising the subject of fiesta videos at first, in order to geta sense of
its relevance, it came up repeatedly in conversation, for instance when I asked
Felipe, my neighbor at (e table, where he came (rom. Felipe was about forty
and worked with my host, Francisco, as a plumber in a business run by a mi-
grant from Michoacin. In response to my question, lelipe not only referred to
the Tama agencia Konkixp as his home village, but also felt moved to describe
It, going into greal detail about its new municipal building and drawing my
attention to the beauty of its fagade, newly painted light green. Although his
words gave the impression that he had recently scen it, he had actually not
returned there since he lefi for the United States in 1999, As it turned out, the
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source of his description was a recent fiesta video from Konkixp.** Felipe, as
part of this genre’s large transnational audience, and I, as a recent visitor to
his hometown, were thus able to exchange views on contemporary Konkixp.

The conversations at the barbecue repeatedly revealed a key aspect of these
videos, namely, that the paisanos/as use them to gather audiovisual informa-
tion about their hometown and revitalize their feeling for it. This, in turn,
allows them to participate more fully in village life from a distance. Viewersin
Los Angeles told me that they enjoy this genre in the style of “our telenovelus
In other words, they consume it as serics thal gives them an opportunily to
Participate in the latest gossip and, in a manner of speaking, to be personaliy
present in their hometown. These videos simultaneously show and create a
social microcosm. Viewers havea specific interest in identifying family mem-
bers and friends, and in witnessing their engagement at the fiesta as visilors
or as officials. Moreover, they are eager to judge the appearance of the village,
with its buildings, streets, and decorative painting, and to see its residents and
their facial expressions, movements, clothes, and behavior, The staging of new
fiesta elements and the transformation of the fiestas in general also capture
their interest. All of these video aspects have the potential to lrigger conversa-
tions, not only while audiences view the film, but also in other contexts, such
as face-to-face meetings, chals on the phone, or contact on social media (eg.,
Facebook), across the Mexican-US barder. Based on these particulars, the pai-
sanos/as comment on and intervene in community affairs. Such exchanges in
@ commen audience space are forms of creating angl participating in a trans-
national media space.

Clothes are a telling example of this, On the evening ol the barbecue, sil-
ting in the kilchen drinking coffee (drinking coffee at night is typical Ayuujk
pastime), the paisanas, who were in their thirties, began to comment on “good
clothes.” While watching the latest fiesta DV Ds, they had been particula rly
surprised to see that most children in Tama now wore “good clothes,” that
1s, name-brand clothes. Emilia, one of the visitors, joked that residents of the
hometown wore even better clothes than they did in the United States, giv-
en that she herself wore her employer's cast-offs. All three women worked as
housekeepers, two of them encerrads {locked up), as live-in houseiceepers. The
money that migrants who are encerrada save on room and board is seen as a
particularly effective method of saving. They mainly invest their incomes in
the education of their children, who study either in Mexico or in the United
Slates.

It seemed to the paisanas thal—thanks to them—the hometown had fi-
nally caught up with “being modern,” having the higher standard of living
that they themselves had sought when they migrated years before. The wom-
en complained that the traditional Ayuujk female costume has come to be
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worn less and less, and then only by older women. The paisanas themselves
flout convention in the United States by specifically wearing traditional attire,
which they have sent to them from home for special events such as christen-
ings and weddings, where the paisano/a community convenes. They also send
videos of these events to their relatives in Mexico. Hence paisanos/as do not
identify solely with their village of origin—they also compete with it and in
many cases criticize it.

This conversation hints at a particular interpretation of the patron saint fi-
esta videos: paisanos/as see them as an indicator of the overall transformation
of the home village. The fiesta is particularly suited to this purpose due to its
character and its massive attendance, which serves as a demonstration of vil-
lage power. The progress the migrants see in the images gives them a sense of
pride in the impact of their earnings. Every paisano/fa I met worked overtime
during the week and on part of the weekend Lo amass as much money as possi-
ble now and in the foreseeable luture. Most are between twenty and forty-five
years old and support their families in Tama with regular remittances. Some
also invest money 1n such a way as to lacilitate their return to the village, for
exainple, to build on land they own or an land they will inberit from their
parents. Photographs and video recordings sent from Tama allow them to su-
pervise these projects from Los Angeles.

In the United States, Tama migrants also watch patron saint fiesta videos,
which they sometimes simply call "l movie,” with their children, who have
grown up in Los Angeles. This gives them an opportunity to acquaint their
offspring with the hometown, o place with which this next generation might
otherwise find it hard to identify. Parents often send US-born children to vis-
it Tama on their own, starting at the age of ten, Unlike their parents, these
children are legal citizens of the United States. An example is Marina, who
emigrated from Tama in 1999, When we spoke in 2015 she was in the process
of sending her sixteen-year-old daughler and twelve-year-old son to visit her
grandparents in Tama's agencia El Duraznal. She hoped that the fact that she
had regularly shown them fiesta videos would help make el pueblo less foreign
to them.

Because members of this carly generalion of immigrants in particular have
made their home in Los Angeles, they now invest thelr money in their quality
of life. The hesta videos, al ten dallars per DVI), are part of this. The migrants
occasionally buy several [2V D series of the same flesta produced by different
videographers, a luxury that could mean $160 for a single fiesta. One evening
1 visited the couple Felipe and Olinda. They live with their two children in a
small house near Pico Boulevard in Mid-City, a modest residential area that
has attracted a noticeable concentration of people from Tama, beth single

men and women as well as nuclear families and family groups. After a meal of
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homemade tamales, Tama style—Qlinda buys her corn dough at the nearb
tortilleria of the restaurant Expresién Oaxaca-Felipe and Olinda showed mZ
t‘heir personal library of fiesta videos. Since 2005, they have heen collecting
films about their two agencias, Kankixp and El Duraznal, as well as (hose
about Tama center, first in & mm format and later on DVD. Yet they are not
n‘.lerely consumers of this genre. Felipe lent Oscar Rojas money to help finance
his first recordings, and in 2005 Olinda sponsored a recording made in E]
l?ul‘a;zna] when her father held the high religious office ol capitdn, Thanks to
videotape in her home in Los Angeles, she was able to share this significant
moment of her father fulfiiling his duties as a comuncro. The [V D is therefore
both an expression of her financiai comtribution to the communal duty of her
family and an opportunity to witness this mementous and emotional ev t
from a distance. S
.The intense experience of watching patron saint festa videos is charac-
terized by Lhe various feclings that are awakened in the paisanos/as who live
i‘n Los Angeles. Francisco describes the enormous entertainment value of the
hlms: like local viewers in the Sierra Mixe, he heartily appreciates exa mples of
lo chusee. ™ Atthe same time, he remarks that watchiﬁg Lhe films in the Unilied
States “2ixo hurts. You would like {0 be at the fiesta and not here, You sce your
parents, siblings, and cousins, ... And you don’t know when you'll be able 1o
see them again.” {Felipe, too, explains that he looks for relatives in the scenes
and is quite sad when he finds one of his parents, as he has noidea when lhe\
will meet again.) Francisco's opinion of village videographers is therefore am)f
.bivalent. He has the impression, on the one hand, tha( “videographers are do.
ing us a favor”; but on the other hand, he suggests that they might be exploit-
ing the migrants’ nostalgic feelings for profit, “We're aiso critical of them,” he
say}s. “In the beginning videographers used to charge up to fifieen dollars l”or a
J?V D asifit were a Hollywood picture with good actors. They [the Hollywood
hi{]ls] also cost fificen dollars. They should have maore c011;idcration for us
Alfter all, we don’t earn that much and we work hard for aur money,™s )
Viewer; whalive in Tama and viewers thausands of miles away from Tarma
constitute a transnational audience. The members of this audience, bowever
.do nol always see eyc o eye on the issue of fiesta videos, Al times th’ey L—:ngage,
In open disputes, as in the case of DVDs of the fiesta’s bailes. This has not
Stf)ppe(‘:l these DVDs from hecoming the top-selling films in both the coun-
tries of origin and those of destination. Discontent ahout videolaped scenes
of couples dancing to cumbia music and Imiisica novtefia was so acute in 2011
that the then-presidente municipal tempararily prohibited them from being
filmed. At the time, certain individuals who had either been videolaped while
dancing in Tama or seen a recording in the United States complained to Ta-
ma’s cabildo, accusing (in this patticular case) Video Rojas of destroying the‘ir

PRTRDR SRINT FIESTR YIQELS 1y



FIGure 5.8, Dance event at Lhe fiesta of El Sefor de las Cinco Llagas, Chuxnaban,
Aprit 2014, Photograph by Ingrid Kumnuels.

marriage. The accusations came from married men who had m.igrated north
to make money and had been away from the hometown for a period oflthre.e Lo
seven years. While watching DVDs of the bailes, they discovered th61r‘w1xies
dancing with other men. Since these dance events are also an opportunity ffur
attendees to signal that they are (once again) “single and ‘without commit-
ments” {soltera/e y sin compromisos) and looking for a new partner, taking
part could be interpreted as evidence of infdelity. ‘

The couples dance events are linked to a mare comprehensive transforma-
tion of relationships over the years. While marriage arrangements in the 198‘03
were still based on parental decision, in the 1990s self determined courtship,
where a relationship could be initiated by the young man or the you.ng Wom-
an, became commonplace. Female migrants in particular have contributed to
increasing the autonomy of young people involved in courtship. Yet the COl]b:C-
quences for the transnational audience watching fiesta videos have been QLIHIC
dramatic. Some husbands in the United States, for instance, stopped sending
remittances as a result of “visual evidence” of their wives” infidelity. The con-
flicts that arise [rom recording “illicit™ dancing couples are widely discussed
in Tama. In these media spaces, not just (he couple concerned but also the
larger transnational community of viewers debate basic questi?ns regarding
gender roles, transnational households, and child maintenance in a transblor—

der marital situation. Inhabitants of Tama village complain that videotaping
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has made it difficult for residents (o enjoy the bailes in peace, whereas inhakhi-
tants of its satellite community in Los Angeles rely on the videos as a means of
controlling their partners and other relatives from a distance. The videoasta
Romel Ruiz Pérez explains the diverging interests of these audiences: “Many
People buy the DVI> because of the allure of finding out: ‘I'll see if | discover
my wife. Maybe she danced with another man.’ 1 think those are two very
different worlds. We who Jive here [in Tama, and work as videographers) re-
ceive complaints. And those who {ive there [in the United Stales) appreciate
our recording because it allows them (o watch us here [(rom a distance]. But
people here don't iike that ™

To summarize, patron saint festa videos have hecome a key element of
opening new media spaces that allow for novel dimensions of transnational
belonging in the wake of Tarna’s diasporization to the United States. 'Their role
must also be understood against the backdrop of the relatively late arrival of
Ayuujk immigrants in Los Angeles in the period after 9/11 and the particular-
ly restrictive immigration policies toward migration from Latin America they
have had to face. These migrantslive under precarious conditions and can vis-
it their country of origin only at considerable risk. Dug to their marginalized
and disenfranchised status in the United States, they are denied recagnition
and sociopolitical participation.

Residents of the hometown and (he satellice comumunity have felt com-
pelled to look for new means of overcoming this exclusion. Fiesta videos are
preduced, circulated, and consumed in a tight exchange between residents
living in Mexico and those who have settled in the United States; they have
created crucial media spaces. Paisanos/as from Tama are essentially copro-
ducers of these Alms, which they have in part commissioned and financed.
‘They enjoy this genre as an entertaining diversion, and indeed often as a form
of telenovela, one that ailows them to keep in touch annually with relatives
and friends who participate in a Patron saint fiesta as their hometown’s chief
communally organized event. The multiple layers of information presented
by the fiesta videos serve to compensate for the viewers’ lack of direct access
to the village of origin and ils inhabitants, while keeping them up to date on
current events, The films enable viewers 1o participale in conversations and
gossip as if they were actually on-site, They are also used as a didactic device
to sacialize the second generation in the United States into the Tama commu-
nal way of life that they are expected 1o eventually experience in person one
day. By accessing and crealing a common {maginative space, members of this
genre’s transnational audjence enhance and intensify their communication
with one another,

On the other hand, paisanosfas also draw on festa videos in order tor djs-
tance themselves from their hometown and assert their independence, While
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watching the DV Ds, they interpret the growth and moderpization F)f the vi]'-
lage in (axaca as largely resulting from their own work and.ﬁnangal contri-
butions as migrants. For some migrants, moreover, tbe filmic sections sho»_v-
ing the bailes present an opportunity to monitor their spou.ises bf:ck hometlln
Mexico: Finally, the videos constitute a medium that permits mlgralnts who
have decided to stay in Los Angeles indefinitely to reconstruct their home
there around the patron saint fiesta as a key cultural component.

Tue PoviTicaL Dimension or PATRoR SAinT FiesTa Liosos

The videoastas who produce fiesta videos and the audicnce‘that consumes
them both actively participate in the creation of new me_dla_ spaces when
they represent, view, and comment on Tama's celebrations via r.neans of mass
communication. In a twofold movement they not only have' anllmpact on tl?e
community itself but also carry innovative forms O.f orgar_uzatwn and med.La
formats to the circuits beyond it. Several actor pcrspect1ve§ are at work in
fiesta video production, circulation, and consumption, as various staks:holder
groups debate current issues of impartance for Tam:il as a community, (’)ne
that has expanded beyond the national borders of Mexico and unde.rgone rap-
id change as a result of international migration. Among otht?r thmg.s, t.he.se
stakeholders reflect on and discuss the development of the village of origin,
the role of officials in village governance, and marital Arelations and parelnt-
hood. These dimensions of social life are examined for new fissures and in-
equalities that have arisen and that affect the numerous forms of.engagement
as individuals, family members, and members of the commu.mt}.r. Many ~of
these debates refer implicitly or explicitly to comunalidad, a ublqulto‘us poht-‘
ical concept in this environment. They address the question of what it means
to be a comunero/a in times of geographical dispersion, as \.Nel! as the role of
self-designed media, in particular patron saint fiesta videos, in the culture and
social life of the transnational community. .

There are a number of reasons that the audiovisual representation of. patron
saint fiestas specifically became a village genre, whereby local perspectives d.e-
rived from the village of origin must be distinguished from those of satellite
communities such as that in Los Angeles, Furthermore, actor groups such as
officials and comunero/as, on the one hand, and commercial and' C(')mrfmnak.
videoastas, on the other, have different attitudes toward the me.diatlzation of
the fiesta, In the hometown the fiesta is a central traditional medlum.. Through
live music and dance performances it identifies with its patron saint as lthle
major figure of religious-political authority. In recent c.lecades, tt.le ofﬁcfia s
have secured migrant money and the involvemen.t of pms?nals/os in the fies-
ta’s organization, enriching it with new elements in th‘e sa1flt s honor. Dujf: t:
access to financial capital via government budgetary aid, migrant money, an
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the growth in consumer purchasing power—which has benefited merchants,
including the videoastas—the fiestas have become an attractive commercial
hub. This economic development coincides with the ruling officials’ interest in
employing the services of videographers to record their contributions to the
community. Filmic documentation of the officials’ achievements is an effec-
tive method of diffusing them in time and space. '

At the same time, these dynamics of the fiesta’s capitalization are used
to reinforce its function as the expression of comunalidad. The geographical
dispersion of Tama’s inhabitants is problematic given the required contribu-
tions to the fiesta (e.g., through physical presence and work). Yet the medi-
atization of the fiesta allows absent members to demonstrate to a transna-
tional audience their commitment to their hometown in the form of financial
contributions to the celebrations and to assess it via video. Thus to a certain
degree mediatization ensures satisfying participation in the fiesta, atbeit from
a distance. It enables actors to socialize and to be perceived as comuneros/
as, a crucial cultural element of indigenous communities throughout Meso-
america, This mediatized form of comunalidad was of course not envisioned
in the 1980s, when the term was first coined by intellectuals such as Floriberto
Diaz * Communality practices have moved on since then and have demanded
redefinition,

Diasporization and mediatization have even enhanced the relevance of the
patron saint fiesta as a major display of community power. At the same time,
the celebrations involve an internal tug-of-war over the divergent interests
and requirements associated with comunalidad. This is exemplified by dis-
agreements between officials and videographers on the matter of ownership of
fiesta images. Since officials organize the festivities, they may well consider the
financial aspect of these visual images and demand a considerable payment
for them from the videoastas. Officials and comuneros/as may see the patron
saint fiesta as the cultural heritage of the village, giving the community the
right to choose whether to commercialize its images or keep them to itself.

On the other hand, the members of Tama satellite communities in the
United States, who have little opportunity to return to their village of origin,
rely on the production of film images for other purposes: It is through medi-
atization that they establish and experience social relationships as part of a
transnational community. The video recordings also enable them to contest
social control in their hometown, such as when they gain insight into the pri-

vate lives of the spouses they left behind. It is precisely because of this form
of control that mediatization is looked on with ambivalence in the village of
origin.

Tama’s transnational community has not yet reached a broad consensus
on the question of what it means to be a comunero/a in times of geographical
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born insistence on the need to be optimistic against all odds. My examples of
video activism do not offer modernist experimentalism but register a process
and experience of radical change, the diasporic redefinition of concepts like
democracy and revolution that occurs as indigenous notions of governance
migrate and take up residence among a range of social activists and anar-
chists. Against the exaggerated emotionalism of the sensationalist mass media
and the ubiquity of the horror film, the new distribution of the sensible that
is articulated by current video activism is a politics of hope, an invitation to
participate in the constituent creativity of a diasporic decolonial politics.
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CHreTER 5. PATACN SAmT FiesTa Uioeos

My thanks go o the following people from Tama and Los Angeles, who pener-
ously shared with me their knowledge and analysis of local and transnational media
practices: Hermenegilde and Genaro Rojas Ramirez, Oscar Rojas Cruz and Jaquelina
Rojas Sdnchez, Genoveva Pérez Rosas, Romel Ruiz, illich Ruiz, Jesus Ramén Garcia,
Fernando Aguilar Rojas, and Herlinda Martinez, Hermenegildo Rojas read and com-
mented an a Spanish version of this article, which I discussed with him in order to
strengthen my basis for an exchange of ideus.

1. Tamazulapam del Espiritu Santa’s patron saint is the Holy Spirit, as is apparent
from the town's name. Like other villages in the region, Tama also celebrates another
major flesta dedicated to Santa Rosa de Lima.
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2. The “castle” consists of multiple figures arranged on a rack that are ignited in
" e:‘i‘}’:::::::fém,_ in this chapter mainly refers to recordings on digital Vi:f‘lec.), bu:
will also be used as an umbrella term for analog video and celluloid film. “Video
refers to both analog and digital video. ) .
“Ayuujk ja'ay” (which is used as an ethnonym), on the one hand, jand cor.n:.r;un:—
ty,” on the other, refer to different dimensions and senses- of belonging. Indmr u.a $
identify with the community of Tama based on their being a.camunera/a.‘ owning
communal land, and complying with obligations such as serving voluntarily as an
official. “Ayuujk” refers to this particular indigenous language aﬁd cultgre, wh;reby
“being Ayuujk™ has been couched in ethnopolitical terms‘ever sx@ce .regzonaihlx eres
(political strongmen) were able to establish the Distrito Mlx(?) ‘whu:h in 1938 hecame
the only government district of Mexico to be defined by et}?mclty. _—
4. Video indigena was later appropriated and resignified by the actors l.nvo ve :
with a view toward their awn political interest in self-determination. As Erica .Cus:
Wortham explains, “Video Indigena [is a] specific media cate.gor[y] that [‘Tva.s] i;hb.er-
ately constructed in institutional settings in the 1950s” (Indigenous Media in exlcot:
9). The notion of video indigena has been disputed over the ye'ars, ho‘\:f‘eve'r, beciuse )
its origin in the Mexican state’s patronage and th)e connolations of “indigena” as an
i mels, “Cine Indigena,” 271-72).
”the;_‘::e;;;ﬁzl Wanderstok, “Vgideo indigena”; Plascencia Fabila, Gilf)erto, and
Monteforte, “Cine, video v los pueblos indigenas”; Salazar and Cdrdova, Im.perfect
Media™; Smith, “Mediating Indigenous [dentity”; Halkin, "Outside the Indigenous
Lens™; Ramos and Castells-Talens, “The Training of Indigenous Videomakers™; Kum;
mels, “Cine Indigena”; and Wartham, "Between the State and Indigenous Autonomy,
“Mas alld de la hibridad,” and Indigenous Media in Mexico. .
6. The ethnographic research in Tama was sparked by my own involvement in 1t;
media sphere as 2 visual anthropologist and documentary filmmaker. 1.11.1993, when
spenta day Rlming TV Tamix with Manfred Schifer fora G.ermau“l telews:on’progra.m,
the collective consisted of Genaro and Hermenegilde Rojas, chent’e Antinez, Tlto
Antunez Nunez, Victoriano Guilberto Judrez, Alfonso Lopez Garcia, Rafael Judrez
Martinez, Aureliano Martinez Nifiez, and Jorge Pérez ]ime’nez.. One U.f the men?bers I
happened to meet again twenty years later in Berlin came up w1lb the xde'a of bringing
the unedited films back to Tama. Once 1 had discovered seif-designed village genre_s,
among them the patron saint fiesta videos, I then began this lo.ng-tern? reseérch. in
Tama and Los Angeles. My fieldwork up until 2015 included participant mvestlgatl(?n
and interviews with key actors over a total of eight menths in Tama and one month in
Los Angeles. See also Kummels, Transborder Media Spacesj .
7. See, for instance, Macnamara, The 2ist Century Media (Rjevolution, Sfl.
8. Quijano, “Coloniality of Power”; Mignole, Local Hisrorifs/G!oba! Designs.
9, Schiwy, Indianizing Film, 40; Kummels, “Cine Indigena,” 271,
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10. The village's name in the Ayuujk language, Tuuk Néém, is prominently used
in the context of modern mass media, i.e., the internet, Tuuk Néém literally means
“place of ane water.”

1. I'set “indigenous” in quotation marks to remind readers that the term is prob-
lematic. It unduly homogenizes people according to the historically constructed eth-
ni¢ category of colanized inhabitants of the Americas and elides much mare varjed
self-conceptions that include differences in gender, age, profession, and locality.

12. Due to disputes among its members prior to the Second Cumbre Continental
de Comonicacién Indigena del Abya Yala, CAYUUK has not been operative as an
organization for some time,

13. Fioriberto Diaz identified the fallowing as the five central elements of comnu.
nalidad: (1) a territarial space delimited and defined hy possession; {2) 2 common
history that is passed down arally; (3) a variant of the language af the people (puebly);
{4) an organization that defines the political, social, civil, economic, and religious;
and (5) a communal system of justice administration. Diaz, “Comunidad ¥ comu-
nalidad,” 38,

14. Aquino Moreschi, “La comunalidad como epistemologia del Sur,” 8,

15. Batalla, “El concepto de indjo.”

16. The explicitly community-oriented media makers prefer to self-identify as
comunicadores, not as filmmakers or videcastas, because the term “comunicadores”
avoids reference to current technology alone. Instead it emphasizes the historical
continuity of the unremunerated use of media by indigenous people for social ends,
Servindi, Camunicacidn y comunicadores indigenas, 11-12.

17. To avoid confusion, [ only use the name Video Tamix to refer to the cammer-
clal media enterprise that Genoveva Pérez Rosas and her sons have managed since
2006. The TV Tamix collective aiso called itself Radio v Video Tamix.

iB. A well-known advocate of the deterministic position is Marshall McLuhan.

19. Kummels, introduction to Espacios medidticos.

20. The term “Ayuujk” is generally preferred as a term for self-identity, although
“Mixe” is often used in everyday life, especially when the spoken language is Spanish.
Both terms have several semantic levels, which refer to the local language and the peo-

ple who speak it or identify as Ayuujk on the basis of a common culture and engage in
service to the community.

21, Usas y costumbres is a contentiows term, not least because it characterizes a
vital civil-religious institution as static “customs.” Numerous scholars prefer to call
it an “internal normative system” {(sistema normative interno). Nevertheless, it is the
term that people in Tama adopted for the mast part, equating it with their notion of
comunalidad.

22. Every Tama household has a close relative living in a satellite community.

Some people estimate that 50 percent of the muricipality's population lives outside
the hometown.
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23, The research term “mediatization” refers to how these “core ellements; of-a ’
cultural or social activity {e.g. politics, religion, language) assume media form." Stig
Hjarvard, quoted in Couldry, “Mediatization or Mediation?,” 376 .

24, The Casas del Pueblo were founded in rural communities in 1990 bas?d o.n‘ a
development program implemented by the Oaxacan state. Ojo dv.s A-gua Comumcaao.n
is an NGO that split from [NI’s Transferencia de Medios Audiovisuales prog.ram in
1998, It is now a central organization that supports the radio and video operations of
indigenous communities in Oaxaca and also produces its own films, .

25. My interlocutors for this topic, who position themselves as communal film-
makers, were Carlos Pérez Rojas, Vicente Antinez, Yovegami Ascona, and Hermene-

i Rojas.
gl]dgt’)a.r;ic(i;:?dr:a’eo;andas, La tradicional Calenda (disc 1); Desfile deportr'v.o,.fnaugu—
racién de la Copa Mixe {disc 2); Programa cultural, Baile de Super Ty Los Orzgrnales .de
Tlahui (disc 3); Audicidn musical, Quema de castillo (disc 4); 2da noche fie baile M?lke
¥ Sus Teclados Super Uno, Grupo musical Calenda y Grupo La Sombra (dlS'C 5); Partjos
finales infantil, pasarein, cadetes femenil y varonil, Finales de la C‘(Jpa‘»ere 20]3((; isc
6); Partidos finales de basquet bol master, juveril, femenil y vu.ruml, Fmal.es de ln Dlp‘a
Mixe 2013 (disc 7); Programa de premiacion, 3ra. noche de baile Grupo Siglo XXI {disc
; ida de bandas (disc 9).
Y a;; ?:csiz\ejauthorship is frequently indicated by a corporale logo on the videos.
Videographérs took this measure to prevent local piracy. ‘ . ‘ ,
28, Here 1 summarize corresponding statements from interviews w.lth ]es'us
Ramoén Garcia (Tamazulapam, August 2012), Oscar Rojas Cruz and Jaquelina Rojas
Sanchez (Tamazulapam, April and May 2013}, and Romel Ruiz Pérez and Genoveva
Pérez Rosas (Tamazulapam, August and October 2013; and Chuxnabén, March 2014).
29. Costumbres is the word used in Spanish for the Ayuujk religion. It refers to
fawl’s blood as a central element of highly complex offerings to the forces of nature.
30. Moran, There’s No Place Like Home Video, 61, Although Moran an.a!yzes'the
home video genre in the culture-specific context of US so.ciety, some of h;s. findings
apply to the transnational village under study here. Focusing on homemaking p‘rdac—
tices as culturally varying practices of uprootedness/rootedness, I detected that video
use of constructing images of “home” (cormunidad} may coincide cross-culturally be-
i ieties.
twe?l{i;iir:z:fno]:l]e of this is a Televisa telenovela from 2012, Un refugio para el amor,
in which the indigenous Tarahumara protagonist is a housemaid.
32. Kummels, “Negotiating Land Tenure.” -
33. Videoasta faquelina Rojas Sdanchez explained, “We are autodidacts” (“Somos
como liricos”), liricos being a term used to describe self-taught musicians.
34. A box ranchero resemhles a baxing competition hut does not adhere to alt
the rules of professional boxing. Yirtually anyone can parlicipate, altheugh men and

wamen compete separately.
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35. Moran, “Wedding Video and Its Generation.”
36. As a pioneer local TV project in an “indigenous™ commurity, TV Tamix has

already received scholarly attention by media anthropologists such as Daniela Cre-

moux Wanderstok and Erica Cysi Wortham, Wortham’s research mainly covers the

years up ta 2000, when TV Tamix came to an end, She does not specifically discuss
TV Tamix’s involvement in Patron saint fiesta videos. Nor does she deal with Tama’s
media production as part of 4 wider and diversified media field, which initially adopt-
ed mass media independent of the INT and was later coopted as part of video indigena.

37, Genaro and Hermenegilde Rojas, interview with the author, Tamazulapam,
September 2013, The TV Tamix collective filmed the celebrations annually in Tamna’s
center and in some of its municipal settlements {agencias), and also hroadcast the raw
footage on local TV,

38. The early video indigena films in Mexica consisted exclusively of docurnenta-
ries with a political message 10 demonstrate indigenous peoples’ empowerment. Al-
though videographers wha trained at workshops in this communal media sphere were
encouraged to develop their own “indigenous"” visual ideas, their dacumentaries ini-
tally emulated the “classic” documentaries made by Mexican anthropologists on in-

digenous peoples. These were the.films regularly screened at INT and CV] workshops.

39. See also Wortham, Indigenous Media in Mexicp, 163-64.

40. Ingeniero Fernando $4 nchez, interview with the author, Oaxaca City, August
2013,

41. This interweaving of Tama's social, cultural, religious, and political life with
migration to the United States is comparable in many ways to the situations that Lynn
Stephen, in Transhorder Lives, describes for Zapotec communities such as Teotitl4n
del Valle. This book expands the analysis of transborder dynamics by taking into ac-
count the mutual shaping of social relations and media and the respective mediatiza-
tion of local life. Dante Cerano {"Purhépechas vistos a través del video”), Ulla D. Berg
{("Videoculturas itinerantes”), and Lynn Stephen (We Are the Face of Oaxaca) have
pioneered the subject of the mediatization af soctal relationships in the context of
Latin American migration to the United States.

42. T use pseudonyms for Tama villagers living in the United States.

43. The group included men and women, married and unmarried, Some had lived
in the United States for more than twenty years and some had been there for only two
years.

44. While fiesta videos are not the sole source of informaticn on the village of
origin in the age of cell phones and Facebook, they are nonetheless stil] important,
Since the introduction of the mobile network in Tama in 2011, paisanos/as connect
with restdents in Tama and receive most of their information on current affairs in the
village through Facebook and cell phones,

45, He sees the veteranos (veterans) basketball game as chusco since these older
players tire more easity, making their movements less athletic.
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46. Francisco, conversation with the author, Los Angeles, February 24,2014,
47. Rome! Ruiz Pérez, interview with the author, Tamazulapam, March 12, 2013.

48. Diaz, *Comunidad y comunalidad.”
CHAPTER 8. RomPeR EL CEACO

1. Tt does, however, have a list of acknowledgments.

2. Canalseisdejulio is often referred to in print as “Canal 6 de Julio” (see, far in-
stance, Mendoza, “Canal 6 de Julio™ and Magallanes-Blanco, The Use of Video, 73).
Different versions of its logo incorporate the number 6 rather than the word “seis.” In
films over the last decade in which it refers to itself in print and on-screen, it usually
writes aut its name as “canalseisdejulio,” with no capital letters or spaces. 1 have cho-
sen to capitalize it here for the sake of simplicity.

3. Couldry and Curran, Centesting Media Power.

4. Downing, Radical Media.

5. Radriguez, Fissures in the Mediascape.

6. On Canalseisdejulio, see Mendoza, “Canal 6 de Julio™; and Magallanes-Blanco,
The Use of Video. On Pramedios, see Halkin, "Outside the Indigenous Lens™ and
Wortham, Indigenous Media in Mexico. '

7. He graduated from and now teaches at the University Center of Cinematography
Studies {Centro Universitario de Estudios Cinematograficos) of the National Autono-
mous University of Mexico (Universidad National Autdnoma de México).

B. Ventura and Viveros are both, in 2017, professors of film at the Autonomous
University of Mexico City {(Universidad Auténoma de la Ciudad de México). Viveros
is also the university’s communications coordinator.

9. Turner, “Representation, Callaboration and Mediation” Ginsburg, ““From Little
Things, Big Things Grow'™; Wortham, Indigenous Media in Mexico.

1¢. Buddle, “Transistor Resistors,” 140,

11. See also the volume that Carlos Mendoza edited for the association’s twentieth
anniversary, Canal 6 de Julio: La guerrilla filmica.

12, Mendoza, “Canal 6 de Julio™; Mendoza, “Disputo por la pantalia”; Mendoza, La
invencitn de la verdad, 217-20,

13. Mendoza, “Canal 6 de Julio,” 48.

14. Carlos Mendoza, interview with the author, Mexico City, July %, 2007

15. In this sense, Canalseisdejulio fits into the broad context of independent film
that Sherry B. Ortner describes as having emerged in the United States in the 1980s
and 1990s, Ortner, Not Holfywood.

16, Mendoza, “Canal 6 de Julio.”

17. Viveras, “Un trabajo necessario,” 65.

18. Halkin, “Outside the Indigencus Lens” Wartham, Indigenous Media in Mexico.

19. Halkin, “Outside the Indigenous Lens,” 162.
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20. Halkin, “Outside the Indigenous Lens™ Wortham, Indigenous Media in Mexico,

21. Worth and Adair, Through Navajo Eyes; Wortham, Indigenous Media in Mexica.,

22. Halkin, “Outside the Indigenous Lens," 176.

23. Wortham, Indigenous Media in Mexico, 206.

24. For more on this trend of “creating stars™ in US documentary films, see Ortner,
Not Hollywood.

25. Worlham, Indigenous Media in Mexico, 58.

26. Wortham, Indigenous Media in Mexico, 69.

27. Wortham, Indigenous Media in Mexico, 206.

28. Wourtham, Indigenous Media in Mexico, 217.

28. One might cite Michael Moore’s films as following the extreme model, as his
films are syncnymaus with his name, face, public persena, and reputation.

30. Marcos attempted to rename himself Delegado Zero (Delegate Zero) for the
camipaign, but the name didn't seem to stick. For this reason, 1 use his more well-
known alias here.

31. This material was initially featured in a series of Promedios films about La Otra
Campania that are distributed by the Chiapas Media Project. It was also used in Défos-
5¢’s film [Vive Méxicof (2009, distributed by Terra Nostra Films.

32. Due to the transportation difficulties of getting to Atenco as a result of the
blockade and the police presence, however, he was unable to arrive much before
midday.

33. Maria Viveros, interview with the author, Mexico City, July 7, 2008.

34. Mario Viveros, interview with the authar, Mexica City, July 7, 2008.

35. Nicalas Défossé, interview with the author, Mexico City, March 17, 2009.

36. From most perspectives the lines between these categories are ill-defined and
porous. Independent journalists were largely covering the campaign because they be-
lieved in it and saw themselves as activist media. The situation is complicated in Mex-
ico, where the penalty for foreigners demonstrating against the state is to be expelled
from the country and prevented fram returning for five years, This makes the positian
ol sympathetic international media producers particularly vulnerable.

37. Nicolas Défossé, interview with the author, Mexico City, March 17, 2009.

38. Warner, Publics and Counterpublics, 67,

39. Graeber, Direct Action; Juris, Networking Futures.

40. Khasnabish, Zapatismo beyond Borders,

41, EZLN, “Sixth Declaration of the Lacondan Jungle,” Tune 28, 2005, http://fen
lacezapatista.ezln.org. mx/sdsl-en.

42. Warner, Publics and Counterpublics, 118.

43. Tt is notable that in his theorization of publics and counterpublics, Warner is
borrowing from and attempting to redefine Nancy Fraser’s conception of what she
calls “subaltern counterpublics,” Fraser, “Rethinking the Public Sphere,” 123.
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29. According to these authors, “The EZLN's strategy has focused on mobilizing civil
society. On August 27, 1995, 1,300,000 people participated in a nationwide consulta-
tion that was organized by sympathizers of the movement” (La estrategia del EZLN
se ha enfocado en la movilizacion de la sociedad civil. En una consulta organizada
por los simpatizantes del movimiento a nivel nacional el 27 de agosto de 1995, en la
cual participaron 1,300,000 personas). The EZLN made the decision not to convert
itself into a political party, instead favoring the creation of an independent organiza-
tion at the margin of the state, “from where it seeks to generate democratic practices
based on participation and direct action by civil society instead of pursuing armed or
electoral options” (y desde ahi pretende generar pricticas democricticas basadas en
la participacién y accitn directa de la sociedad civil, en vez de las opciones armada
o electoral). Baronnet, Mora Bayo, and Stahler-Sholk, introduction to Luchas “muy
otras,” 29.

13. “es la comunidad de los pueblos tsotsil, rseltal, ch'ol, tojolab’al, junto con la
poblacion mestiza en las zonas Altos, Selva, Norte y Fronteriza de Chiapas que hgbitan
ejidos, rancherias y 'nuevos poblados’ establecidos en tierras que fueron tomadas tras
el levantamiento sobre todo en el primer afio de la rebelién.” Baronnet, Mora Bayo,
and Stahler-Shalk, introduction to Luchas “muy otras,” 22.

14. Baronnet, Mora Bayo, and Stahler-Shalk, introduction to Luchas “muy otras,”
21,

15. Shannan Mattiace explains that demands for self-governance were first artic-
ulated in 1975 in the face of the PRI's efforl (o administer indigenous peoples in Mex-
ico through the formation of Consejos Supremos and a Consejo Nacional de Pueblos
Indigenas (Mattiace, To See with Two Eyes, 62-65). Héctor Diaz-Polanco discusses
the Zapatista demand for autonomy in light of the Mexican state’s refusal to truly ne-
gotiate any reform. While indigenous communities in Oaxaca have been advocating
primarily for local, municipal autonomy, the Zapatistas have sought to create regional
autonomous zones. Although the San Andres Accards were never implemented, the
autonomous rebel territaries under the protection of the EALN have implemented de
facto autonomies, which are based on the ideal of open, informed discussion in as-
semblies and the cansensus of everyone in a community or region, or their authorized
representatives {consulta), Diaz-Polanco, La rebelion zapatisia, 223-24.

16. Martinez Luna, Comunalidad y desarrolle, 27,

17. Nava Morales, “Comunalidad.”

18. See Martinez Luna, Comunalidad y desarroliv; Nava Morales, “Comunalidad™
Aquino Moreschi, “La comunalidad.”

19. "las politicas econdmicas y culturales del capital, y a los rezagos historicos dela
colonialidad.” Baronnet, Mora Bayo, and Stahler-Sholk, intreduction to Luchas “muy
otras,” 21.

20. “Las pricticas indigenas de autonomia politica en las diferentes zonas de in-
fluencia zapatista en Chiapas . . . generan una reconceptualizacion de lo politico que
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emerge desde los espacios de la educacion, en los talleres de salud, en las asambleas, en
los colectivos de produccion de las mujeres y de los hombres.” Baronnet, Mora Bayo,
and Stahler-Sholk, intreduction to Luchas “muy otras,” 20.

21, Mattiace, To See with Two Eyes, 111; Diaz-Polanco, La rebelidn zapatista, 15.

22. Diaz-Polanco, La rebelion zapatista, 16, Mattiace, To See with Two Eyes, 110,
In 1995 the PRI recognized the right of indigenous communities in Oaxaca to govern
according to their wsos y costumbres. Some in the political sciences have interpreted
this recognition as 2 strategy of containment, a reaction of the Mexican state in the
face of the Zapatista uprising in neighboring Chiapas (Anaya Mufioz, Autonomia in-
digena; Goodman, “Voice, Loyalty, Exit or"Extensiml’?”). In other words, indigenous
autonomy becomes exemplary of the control of the state: the effective administration
of difference, now reduced to a local phenomenon without transcendence, incorporat-
ed into the existing Mexican state {whether ruled by the PRI or by another political
party). Diaz-Polanco judges the preference for local autonomous rule over regional
models as a limitation in this sense {La rebelion zapatista, 213). Mattiace argues, how-
ever, that local and regional autonomy Projects are complementary and that effective
local autonomy must create the basis for regional autonomy, particularly given the
risks of power abuse still present in many communities {To See with Twa Eyes, 110).
See atso Stephen, ;Zapata Lives!

23. For more on the context of the production and distribution of Chiapas Media
Project/Promedios videos, see Halkin, "Outside the Indigenous Lens,”

24. Raberto Olivares, conversation with the auther, Oaxaca, August 2010.

25. The sources included Corrugated Films, Mal de Ojo TV, Ojo de Agua Comun-
cacion, Canalseisdejulio, Universidad de la Tierra, Gringoyo Productions, IndyMedia
Oaxaca, Marig Viveros, Cooper Bates, the Chiapas Media Projectin Oaxaca, and Nar-
co News. The film's numerous still phatos are ateributed ta a long list of individuals,

26. There are at least thirty-five activist video shorts about the uprising in circu-
lation through the street vendors (who also sell pirated Hollywood productions) in
the markets of Oaxaca, They are displayed alongside other independent regional and
national activist media producers, including IndyMedia and the production collective
discussed by Livia Stone in the previous chapter of this volume.

27. Stephen, We Are the Face of Oaxaca, 145-77,

28. Rancitre, Disggreement, 28-30,

29. The authoritarian reaction to media occupation speaks to the intimate alliance
between the state and mainstream media in Mexico. See Sinclair, “The Globalization
of Latin American Media™ and Canti, Medios y poder.

30, Roberto Olivares, conversation with the author, Oaxaca, August 2010.

31. One of the APPO participants wrote, “Without denying their differences,
teachers, workers, indigenous communities, artists, migrants, libertarian collectives,
militants of political organizations, and people not affiliated with any party had come
together in the APPO, an experience that was unprecedented and, at once, immemo-
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