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into this retlective space, which presents tbe different categories chosen by the
directors to define themselves in a negotiation process of adding and integrating 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
intluenced by a 1nultiplicity of experiences and relationships (social, cultural,
economic, etc.). Tue documentaries 1 have analyzed here incorporate a variety
of styles and technical, expressive, and conceptual resources, which come to
be a retlection of the way the new identities are assumed and built by the indigenous 1nigrants in their current n1igratory context.
But above all, Cortos Taraspanglish shov...·s us the way the indigenous identity is assumed (in a transcendental mo1nent for the self-detennination 1novements), and also shows us the different co1nbinations of elen1ents, discourses,
and situations that intersect and overlap into being and knowing one's indigenous self: wo1nan, n1an, activist, Mexican, migrant, n1arginal, indigenous,
intellectual, video maker, narrator, and so on.

[hRPTER 5

PATADn 5AmT FIESTA UIDEDS
meoiari2arion ano rransnarionaLi2arion eerween rHe sierra
miHe ano caLiFornia
ingAio HummEls

Tue fiesta in honor ofSanta Rosa de Lima is a central public spectacle that takes
place annually in the village ofTamazulapam in the highlands ofthe Distrito
1
Mixe in Mexico. Tue fiesta J witnessed in August 2013 was a veritable multimedia event. Two local enterprises-the internet provider (ciber) Tuuk Neen1
and the internet radio station Yin Et Radio-broadcast livestream video frorn
the village's main plaza between the rnunicipal 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 Guanajuato,
and in Los Angeles, Chicago, and Milwaukee, were able to follo'YI' the festivities 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 Jenpoj from
the neighboring village of Tlahuitoltepec, both competing for local listeners,
also broadcast the fiesta with co1nmentaries in Ayuujk and Spanish.
Several local videoastas (videographers) who have specialized in videotaping the fiesta, including members of \'ideo Rojas and Video Mccho, 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 danzu de la Malinche and the chickens' blood offering, or costumbre, that
took place prior to the vast castillo (castle) fireworks. 2 This religious ceremony,
hitherto performed discreetly, was caught extensively on camera for the first
time in a fiesta video.
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peop!es) in a Mexican slate that had bcen rcdefined constitutionaUy as n1ulticullural. When the Zapatista National Liberation Arn1y (Ejercito Zapatista
de Liberaci6n Nacional, or EZLN) en1erged in Chiapas in 1994, il became the
1novement with the greatcst international visibility and i1npact.
Along vvith these political efforts, indigenous pcople fro1n scver<ll regions
began to train as filn1 directors, can1era operators, and sound engineers, and
to n1ake (analog) video docuinentaries, \Vhich they then dissen1inated in solidarity groups and NGOs, and presented at international fCstivals. One oftheir
prin1ary objectives i.vas to decolonizc the slandard porlrayal of indigenous
people as exotic Others and as passive subalterns by replacing these in1ages
vvith self-determined representations. TI1e n1edia n1ovement bccan1e known
4
as video indf.gena, and it gave indigenous people a face as political actors,
\Vhile the use of audiovisual 1neans provided a sounding board for their political nlessages, which were nov1; beginning tu reach ]Vlexico's national public
spherc.

F!GURE 5.1. Cenoveva

oi" Video ·ramix

wo:·k during Ta111a's S<u1ta Rosa

de Lima tiest<i in August 2015. Phot(lgraph b)· Ingrid l\ummeb

1hc distinctly 1nodern aspec1 or the ce!ebrat ions was like\vise docun1ented, including the Copa Mixe toun1<1n1ent, in \Vhich approxin1ately eighty basketball lea1ns fron1 across thc cntire .l\ttixc rcgion louk p<i.rt, all of then1 in
sty!isb sports tricots on thc rcfurbished baskctball courts. Tue winning tearns
\Yere presenlcd vvith valu<iblc silver-plated lrophies ren1inisccnt ofthose at the
national ch<1n1pionships and partly sponsorcd by Tan1a n1igrc1nts in the United States. ()n cach of the feslival days, the vidcngniphers editcd their filn1s
overnight and werc able the next n1orning to uffcr the residents and nun1erous visitors a J)\lJ) of evcnls fro111 thc previnus day as a brand-nev,· product.
Once the Santa Rosa fiest•l and thc band fare\vells (despedida de handas) ivere
over, thcy sent the ten-part DVl) serie.s to their n1igranl clientele in the United
States throllgh the locat delivery servicc at the Trtbol pharn1acy.
The prin1ary focus of this chapter is the novcl use of vidl'O in the Ayuujk
vi!lages of thc Sierra Mixe rcgion in thc slalc or ()axaca. 1 Video is not ernployed exclusive!y as a purdy con1n1unity-based n1nde or production with
explicit political n1essages. Like other elhnic n1inorities around the globe,
Mexico's ind igenous peoples, including the 1\yuujk ja'ay, began to pursue their
own local incdia projects in thc l 990s as a nlcthod of overcoming their discrin1ination in lhe area of politica! participation and access lo thc national
public sphere. ln<ligcnous n1oven1ent.s throughout Mcxico sought, in addition
to full citizen rights, to assert their cu!tural rights as pueblos originarios (first
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In response to these developn1ents, the govern111ent gninted thc country's
indigenous populations thc conslitutional right to thcir o"'·n languages and
forms o[ social organization. TI1e video indigena 111oven1ent in 1Vlexico du ring
the 1990.s has rneanwhile been well researched fro111 <l n1edia anthrnpology perspective.; Precisely bccause research has fi.)cuscd aln1ost exc!usive!y on video
in<ligena, howeYer, two n1isundersta11dings have arisen. First, it is a.ssun1ed
that lhe decisive in1petus for indigenous cu111111u1lities and 111ovcrnents to engage with <H1diovisual 1ncdia en1analed fro111 lhe govcrnn1en1 's
po!icics and that a progran1 callcd Transfercnciu de I'vtedios Audiovisuales a
Coinunidadcs y ()rganizaciones lndigcnolS, initiated by thc lnstituto Nucioua! Jndigenisla (IN[) in 1989, was crucial lo providing instruclion, equipn1ent, <lnd organizational structures. St:>cond, currenl research also suggcsts
that tiln1 production in indigenous villagcs is basically syno11y1nous with the
video indigen;i 1novernent, \Vhich later broke away rron1 thc INJ. Fron1 lhis
perspectivc, collectively organized tcan1s n1ake docu111entaries \'\i'ith the sole
intent ofgiving a unifonn voice to the local needs and den1ands ofindigenous
collectives.
In this chapter, l question thcse assun1ption.s by exploring the proce:-.ses o(
appropriating photography and 1!!111 in the Sierra J\!l.ixe thal took p!ace betüre
the video indigena n1overncnt erncrgcd and that are, fur1hcrnHJrc, currcntly
evolving \Vithout any close rela1 ion to n1edia initiatives associated with the
indigcnista policies of the Mexican govcrnn1ent. Focusing on thc village of
Ta111a-as Tan1azulapa1n is popularly called-1 will exan1inc the diversity, intensity, and historica] depth of the 111edia spaces, vvithin which pbotographs
and videos are used not only for explicitly politicaJ purposes but also in thc
intercsts o( business. J contend that videos of thc patron saint celebration.s

PRTROO 5Rmr firm VIDEOS
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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 ofthese current processes.
I also want to shed light on the political significance of this genre for the
social life of the transnational community. lt repeatedly triggers vigorous debate on whether audiovisual media should serve nonprofit communal purposes exclusively or be permitted to embrace corn1nercial goals. Tue patron saint
fiesta videos do not fit the ideal image of "indigenous media" as synonymous
with a political commitment 'A'ith a communitarian focus. In the course of
my multisited ethnographic research betv,reen 2012 and 2015 in Tama and one
of its sate!lite communities in Los Angeles, 1 realized that these videos might
provide important insights into the autonomous driving forces that bad been
harnessed to reinvent mass media in a village that has meanwhile expanded
transnationally to the United States. 6 In my opinion, these complex local and
transnational dynamics have been neglected. Tue unequal access of indigenous communities to modern audiovisual media, their historical experience
of a "visual divide," and their current intent to deco!onize 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 access to audiovisual media technology that has resulted from educational disparities, geography, social class, ethnicity, cultural factors, and gender. 7 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 effort to make up for being latecomers.
Variform waves of migration prompted the residents ofTama to take up this
challenge based on their desire to communicate translocally. They launched
into audiovisual media, adapting them to local conditiöns and largely reshaping community Jife in the process. Tue concept of a visual divide refers to the
comprehensive structures of inequality that people categorized as indigenous
have to face in this field-inequa\ity is not inscribed only in representations,
but also in the materiality and social practices of audiovisual media, such as in
media training and the organization of work. l therefore use the terrn to facilitate analysis of the cultural values attached to media technology, knowledge,
and practices resulting from the coloniality ofpoV1'er. 8 Scholars have observed
that, in line with the do1ninant geopolitics of knowledge, indigenous peoples
have been perceived and represented as the opposite of"Western" modernism.
In other words, they allegedly live in the past, are averse to progress, and have
no affi.nity for modern media. 9 Even expectations of media professionalis1n

prove tobe culturally inscribed, given the hegemonic standards with a clairn
to universality. According to the latter, "indigenous" forms of appropriation
are marked and criticized as improvised and amateurish. Actors in Tama's
spaces of rnedia production, diffusion, and reception creatively skirt or challenge and transform these hegemonic evaluations. In this vein they negotiate
and redefine what it means tobe from Tama/Tuuk Neem and tobe Ayuujk. 10
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CommunRL msorR AOO CommBRCIRL Uroeos OP THB PRTROO SRIOT flBSTR
At first sight, the genre ofthe patron saint fiesta video seems to have little connection to previous developments in local media. Since the end ofthe 1970s,
the hlghlands region of the Sierra Mixe, which is considered one of l\llexico's
"indigenous" regions, 1i has become knoy.,'n nationv.:ide for its ethnopolitical
movements, its cultural resistance, and its communal media. Ayuujk organizations such as the Comite de Defensa y Desarrollo 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 ineans of communication to spotlight
their political demands for control oflocal 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 neighboring village ofTlahuitoltepec
(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 ofthe indigenous language and the focus on local culture
in media constituted a brand-new approach at the time. One example is.Radio
Jenpoj (literally "wind of fire"), which has operated in Tlahui since August
2001. lt continues to broadcast in Spanish and the Ayuujk language across a
region that extends way beyond the nineteen municipalities (municipios) of
the Distrito Mixe and encornpasses parts of the adjoining Zapotec-speaking
area of the Sierra Norte and Valle Central. In another exarnple, between 1993
and 2000 Tama hosted the remarkable community television station TV Tamix, which broadcast weekly programs on village events and political and
cultural issues in tv.'o languages. lt continues to have an empowering effect
on the alternative n1edia movernent even today, as it proved that a culturally
specific television program could work and showed how to put it into effect.
Tue community media continue to maintain their strong position in
the region. In 2011, local media activists (radio journalists,
and the cultural managers of several villages, with those from Tama at the
helm) founded the regional ethnic association Comite Cultural Comunitario Ayuuk (CAYUUK). 12 lt was against this backdrop that a media summit of
the Pan-Aznerican indigenous movement, the second Cumbre Continental de
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Comunicaci6n Indigena de! 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 1980s
by Floriberto Diaz from Tlahui and Jaime Martinez Luna frorn Guelatao in
the Zapotecan Sierra Norte. 13 As Alejandra Aquino Moreschi sumrnarized 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 con1unalidad with the ain1 of specifically asserting
Ayuujk ethnic identity, and of promoting processes of communal autonomy.; 4
Since "con1unalidad" refers to the principles of conviviality practiced in the
villages of Oaxaca's Sierra Norte, it evcn
Guillerrno Bonfil Batalla's
then-progressive formulation according to which pueblos indigenas are defined not by essential cultural traits, but by the condition of colonization. 15 In
one way or another, all the actors engaging in rnedia in Tama profess ideas of
comunalidad and see audiovisual n1eans of communication as a tool to serve
the communal practices tbat form part of their everyday life, such as serving
as an official in the civil-religious cargo system and carrying out communal
labor (tequio). They consider these practices fundamental to Ayuujk villages
and see thern as the basis of their autono1ny vis-8.-vis the Mexican state.
What is actually considered part of co1nunalidad, however, is subject to
negotiation, particularly in view of new challenges such
international migration. When assessed according to the ideas formulated in thc 1980s, sn1allscale entrepreneurs in Tama and the surrounding con1munities, who earn
their living with videotaping, are singled out as practitioners of commercial
media (medios comerciales) by those who see thernselves as politically active
comunicadores. 16 Although this is accurate, their films, not unlike communityrun media products, use the Ayuujk language (as part of the original sound),
depict village culture, and are operated by Ayuujk comuneros/as (community
members who own communal land and con1ply \vith the obligation to serve as
officials). Local family businesses such as Video Rojas, Video Tarnix, 17 Video
Mecho, and Video Cajonos are not invited to CAYUUK meetings or to the
indigenous media summit. Neither do they expect tobe included. Yet in spite
of these sharp lines of distinction, community and cornmercial videographers
often interact in practice, exchanging their knovvledge and equipn1ent and
cooperating or competing with each other at venues such as fiesta locations,
where they record the events. Actors ofboth media fields engage in the appropriation of photography, video, and television in the Sierra Mixe.
Due to the visual divide, local actors of the Sierra
were relatively late
in appropriating these rnedia for their
ends. VVhen they finally did, however, they built on existing media practices in their villages, among them live
music and dance performances that were part of the patron saint fiesta, there-
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by translating these practices into contemporary media forms as a response to
new cultural and social needs. lt would therefore be misleading to see these actors as simply catching up belatedly with developments in the fields of photography, video, and television, which some media theorists assume to be universally predetermined by the characteristics of technology and to be proceeding
18
unilinearly. Instead, local and transnational actors shaped this development
to suit their own historical, cultural, and social experiences. Using digital video, they opened new "media spaces" by intrpducing among other things a new
professional field, that of the videoasta, and new genres (among them videos
of the patron saint celebrations, weddings, and other social events), thereby
extending rnedia practices and representations beyond the community.
1 conceptualize the capacity of actors from the margins to appropriate new
means of cornmunication 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
19
position. This process of creating new media genres and spaces of imagination, which is by 110 means without conflict over the use of alternative media,
will now be examined with regard to the patron saint fiesta videos.
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Pnrnon SAIOT FIESTAS IO THB FLUH OP ffilCAATIDn
What strikes the visitor about the community ofTaina today is the apparent
prosperity, which contradicts the Standard Mexican ilnage of indigenous life
as synony1nous with poverty, backwardness, and existing on the margins of
the country's mainstream developinent. The residents of Taina are peasants,
manual laborers, skilled workers, teachers, professionals, rnerchants, <\nd entrepreneurs. They claim that 1nigration was a significant factor in their econornic advancement and that their primarydestinations in the 1970s \vere 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 eitles in North Carolina. In many respects, the village of origin in the Sierra Mixe
has undergone a dynamic process of 1nodernization. Local knowledge today
is based on the substantial amount of experience residents have accurnulated
in recent decades in terms of education, work, and business. Migration also
triggered the cornmunity's
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
ab]e to afford satellite television, and sorne have private interne! access. Cell
phones have become cornmonplace since Tama's inclusion in the cellular network in 2011. Via the private Mexican television provider Sky, which is owned
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by Televisa, households no\V 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 culture. Rather, in Tama, a Mixe or Ayuujk identity is actively promoted through
public discourse and com1nunal cultural practices. 20 Tue politics of ethnic
identity emphasizes the self-concept of people in and from Tama as comuneros/as and their participation in the civil-religious cargo system (often referred
to in Spanish as el cabildo). Being a comunero/a implies ownership of communal land and the con1mitment to serve in the civil-religious cargo systern
every five years without ren1uneration when non1inated by the General Assembly of all comuneros/as. Key conccpts such as being a "good" comunero/a
refer to specific characteristics of the (semi)autonon1ous governance system
of indigenous communities throughout Mesoamerica. Many communities
have fought to sustain this pillar of self..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 demands of ethnopolitical Ayuujk
organizations, along with those of the EZLN in Chiapas, impelled the state
government of Oaxaca in 1995 to accept the cargo system for the first time as
a legal form of municipal governn1ent. Municipalities such as Tan1a 1nay now
officially govern themselves as so-called usos y costumbres (traditions and customs) \Vithout having to adopt the Mexican party systenl. 21 The cabildos are
economically and politically important in the state of Oaxaca. Tue municipal
districts they represent have been granted budgetary aid by the federal government since the end of the 1990s.
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 !arge number of villagers, especially
those of prime working age, have emigrated to the United States. 22 Tiüs has
led to a shortage of people in this age group in the hometown v.:ho would normally take part in the cargo system and the patron saint festivities. Since the
beginning of the twenty-first century, Tama has rcorganized the communal
obligations to counteract the negative repercussions of migration. Migrants
are no langer required to serve in offices on-site in the home village. Instead,
they are expected to provide considerable financial contributions as compensation. This includes contributing moncy tu the patron saint fiesta. Their donations to the festival are deducted from their yearlong cargo service, v·:hich is
estimated at one hundred thousand pesos. lt 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 Lin1a (around August 30) are currently
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celebrated in a grander style than in the past, rendering them culturally more
prominent. lt should be noted that the men and women who reside in the
village are rarely mere spectators at the celebrations. Instead they participate
either as cabildo officials or as individuals delegated by an official to actively
organize some aspect ofthe fiesta.
This also applies to migrants living in the satellite communities outside
of the Sierra Mixe. Even those who commute between a satellite community
and Tama, and lead a transnational life, identify first and foremost Y\.'ith Tama
and fulfill the financial obligations that convey their sense of belonging. Despite their physical absence fron1 the celebrations, they participate in order to
comply vvith the ideal ofbeing good comuneros/as. In addition, they are often
pressured by officials from the hometown to make financial donations to the
fiesta. Their contributions cover the food, decorations, prizes for sports contests (e.g., prize nloney or the silver-plated trophy for the winning basketball
tean1), and even the ostentatious castil!o fireworks. Part of this "diasporization" of the fiesta involves its mediatization, the new professional field of video
making and the creation of a local and transnationa1 genre-the patron saint
fiesta video-that will now be described in greater detail. Fiestas, a core element of comn1unal life, have assumed this particular media form. 23

flBSTR UiOBDS Rno THEIR RESTHETIC DBVICBS
Fihns of the patron saint festivities, bearing titles such as Feria anual de
Tamazulapam (Annual fair ofTa1nazulapam), are sold locaily by small businesses like Video Rajas, Video Tamix, Video Mecho, and Video Cajonos in
their shops and market stalls. Other street vendors also sell fiesta videos on
market days, along with assorted pirated copies of mainstream DVDs and
CDs. Recordings distributed on discs (discos) are in heavy demand both in the
village itself and in Ta1na's nurnerous satellite communities. But in general,
despite this dissemination. the productions are not \Videly discussed. Occasionally they are even disparaged by members of the communal media sector,
which emerged in the 1990s partly due to the efforts of a group of n1en at Casa
del Pueblo and TV Tarnix and has remained tightly networked to this day
with regional media organizations like Ojo de Agua Con1unicaci6n and a ne\\'
generation of communal filmmakers. 11
\'arious 1nen1bers of this group repeatedly indicated to me that the recordings (registros) of the patron saint fiesta cannot be compared to their documentary films (documenta/es). They cited the fact that the filrns have no narrative ("no tienen narrativa"), are expressly focused on pleasing the audience
("son complacientes"), and-particularly because they do not make use of
interviews-do not stimulate retlection ("no incitan una reflexiün"). 25 Indeed,
filn1maker Yovegami Ascona, who at the time was \\·riting his bachelor's thesis

PßTROn SRinT flESTR UIUEUS

111

·!

1

.

i

!'

1:1{;lJ[{I: 5.2. "lhc V1dl"(1 R(1},1s shup in
(rislil). Photogr<1ph hy Ingrid

tlt:/i) ,\11d vitlc·(1graphc1' J.tqueli1w
h'.t111H1wls

titled "Cinc y video cn Ja regicln 111ixc" (Fil111 ;ind video in the IVlixc region),
asser1cd lhat Lhesc wcrc the prcci.-..c rcasons Lh:il hc did nol includc thc tiest<\
genre in his thesis. Nonclhcless, 1 w<n1ld <lrguc th<it such dis111issive opinions
are duc to thc visual divide and hcgc1110111c "universal" standards being attrihutcd to audiovisual 111edic1 pnHluclion
prnk·ssionalisn1. Con1111unal
1iln11nakcrs oftcn rcjec( 111cdi;1 p1·ac(it:cs dcc111cd "unprofcssional," because
they seer11 to rcinforce lhl' stcretilype tliat indigcnous people are backvvard
and averse Lo progress.
At firs\ glance, the D\ll) scries of the patron saint fiesta \vould seern to
support the vit'\V th<tl the vidcoastas bck professionalisn1. Tue D\.'[) covcrs
convey the i111pression that Lhc Jlcsl11 cvcnt ilselfis Lhc n1irrative. Video
series oi' ninc DVJ)s of tbe :-ianta Ros<1 tlcsta of 20l3 bcar titles thal
the con1n1011 parlance fnr different phases of thc fies La, including Rcccption
thc Ha1uls, 77-ic Traditionaf
(disc l); cfl1c Sports Parade, lnauguratinn
of thc Copn /Vlixc (disc 2); Cu/111rr1f Prognu11, Pi111cc h'vcnl lvi/11 Super Tand
Los ()riginafcs de T/11fn1i (disc 3); fJuhlic Pc1:Ji1rn11111cc
Bands, Ignitio11 (1
"The Casllc" Fireworks (d isc '1); Second D1111cc t:1'e11t rvith Aüiikc y Sus "J'edados
Suprr Uno, A1usicril c;rnup Calc11d11 011d Ci'rupo J,r1 So1n!Jrn (disc 5); Final Basketbu!! A111tcl1cs C:!zildrc11, 1:c111nfc, r111d /v/11/c >"01111gsh'1·s, Fi1111! A·1atchcs of thc
Copa Mixe 2013 (disc 6); J-o"i/111/ /V{11/cf1l'S !.'.fl-'cn1nfe ond l'·l1'1/c Adult anti Yout/i
Haskctba!!, Finals of thc Copa lv!ixc 2013 (dist 7); Aw11nf Cerei1101ry, Tllird
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Fn;unE 5.3. I'v!arket stalJ with ficst<t DVDs. Photog1·aph by Ingrid Ku11111wl!i.

Dnncc Evcnt Grupo Siglo ,\XI (disc 8); Farcwcl! to thc 81111ds (disc 9).-''· For <lnyone \Vatch ing one of the 90-to- l SO-n1 i nute discs /-()r l he 11 rst ti1ne, t hey i ndeed
appear tobe n1erelyl1nedited JOotage that has been s1rung together. Events <lrc
linked
nlinin1al editing, <lnd son1ctin1cs \vith no editing a! all. ,VJorcover,
lhere <lre no intervievvs and n1ost oftlic n1ateriill consisls orlong shots. Since
the recordings often forgo crcdits arid thu.'i cxplicil indic1tion of aulhorship,
they seen1 to n1ake no clain1 to being filn1ic narratives.
A closer look at the fibns, however, rcveals their deliberate design. TI1e videographers 1 spoke to expounded on ho\'\.' they purposely crcated an acsthctic
format oriented to the taste of their custo1ners, the local and transnational
This is an audience 1hat appreciates videos frec of con1111enlary but

with original sounds. Unlikc viewers of"classic" docun1entarics, thc audience
is not interested in identifying \-'1-'ith thc subjective pe1·spective nf the fi 1111 n1aker or of a main protagonist. lnste<1d, vil!age vie\.vers preter to undergo a vicarious "real-life" cxperience whcre they can adopt the perspcctive of a ubiquitous tlcsta spectator. TI1ey valuc lo11g shots (planos generales) that allow thcn1
to appraise the interaction of as !TI<-'!ny people <lS possible and to decide for
then1selves \.Vbat
of the recording interest then1 n1ost. For their part,
the vidcographers have becon1c expcrts in lang shots, which are n1aintained
using monopods that pern1it changes in perspcctivc \'\.'hcn recording. At thc
san1e tiinc, they oftcn usc slov.1 panning shols fron1 a slight ly raised posit ion to
incre111entally record all of the fiesta's participnnts. Thei r croy,.'d scenes enipha-
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size collectivity over individuality in a way that corresponds to the choreography of the patron saint fiesta in real life. They generally try to portray fiesta
visitors on film as serious and dignified members of the !arger community. On
the other band, they avoid putting the spotlight on individuals, because closeups 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 1notif in la danza de los
viejitos (borrOVl-'ed from the Zapotecs), where the dancers are disguised as old
men and parody their movements. Dancers, athletes, and drunks are especially popular. Videographers deliberately try to capture lo chusco, in dances, for
example, or when clowns perform during the intermissions at the jaripeo bull
riding. That said, they frequently end up recording comical scenes inadvertently, as will be shown in the next section.
Typically fiesta videos capture both "traditional" and "modern" components of the festival. Jaquelina Rajas Sinchez of Video Rajas, who called my
attention to this, explained what distinguishes her \vork as a local videographer from that of nonindigenous documentarists. Tue latter are primarily interested in recording \•!hat they consider to be "authentic" indigenous
culture and concentrate on religious rituals such as the costumbres. 29 Village
videographers, on the other band, view "modern" elements as part of their
culture. Locally, specific cultural n1anifestations are distinguished according
to Vl-'hen they \vere introduced. Thus, while la danza de Ja Malinche, which was
integrated into the fiestas at the beginning of the tw·entieth century, is looked
upon as "traditional," the couple-dance events (bailes) that became popular in
the 1990s are generally classified as "modern."
I gradually became aware of the numerous aspects of the fiestas that village videographers generally fail to take into account or deliberately leave out
when recording and editing. Tue negotiations with and relationships to cabildo officials and film custo1ners play a 1najor role here. Media makers and
their activitics should be primarily analyzed in their cultural and social positioning as comuneros and comuneras. Comrnunity life is the principal source
from which videographers draw their contacts, expertise, basic materials, and
particularly their cultural forms of expression. In other \vords, it is the cornerstone oftheir n1edia -..vork, as \VC shall see in the follo\ving.
UiDEDOAAPHEA, meACHRßT, AnD ComunEAD/A

Video Rajas, Video Tamix, Video
and Video Cajonos are sn1all family
businesses and, for the most part, consist of a n1arried 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 severa1
days each. Their decision as to which regional fiestas to record is determined
by the potential for profit. Like other itinerant rnerchants, they link the villages where the fiestas take place into a flexible market system. Genoveva Perez
Rosas likes to call her self-taught profession "traveling ca1nera" (cdmara viajante). These businesses typically own or rent a car that houses their traveling
studio. As a rule the equipment cornprises a PC with an editing program (e.g.,
Pinnacle), a DVD burner, a color printer, a television screen, and often several
carncorders.
Com1nercial success depends on being able to conform to customer tastes,
son1ething that the videographers have become experts at analyzing. JesUs
Rarn6n Garcia, from the Zapotec village of San Pedro Cajonos, \.\'ho 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 Tarna's
Santa Rosa celebrations in 2012. 1 met Jeslis Rarn6n at his pickup truck parked
behind the village church. He is a jovial and engaging man and a larger-thanlife festival ·vendor. Tue previous day's recording flickered on a large television
set resting on the open bed of the truck. A group of ten people were assembled around the television set to watch the dance from the previous evening,
featuring the band Super Klas. At first 1 just saw a cumbia show band performing 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 c1othing and the songs were in Spanish. I gradually gathered from the
comrnents 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 1v1exico due to its hit "Pobre coraz6n," in Tama of all places. Jeslis
Ramün had edited the ninety-rninute film overnight and slept a mere three
hours, normal procedure for a v:ideographer at a fiesta. Tue circle of people
around the large television were having a lot of fun. But what exactly 1nade
then1 laugh? For the 1nost part, they were amused by how some of the dancers,
inany of whorn were well-kno\\'n village people, performed, and they con1mented on the constellation of the couples, Vl-'ho had either just beco1ne acquainted or were long-standing spouses.
Moreover, consuming this village genre generates a sense of belonging
and self-esteern; in harne video style, vie\vers take pleasure in recognizing
then1selves and other familiar faces from the community. They identify their
hometown as the dominant field ofpersonal experience and social interaction,
and thus as a physical environn1ent they experience as both secure and pleas30
ant. Tue pleasure Ta1na viewers feel, however, is also tied to the visual divide.
To this day, mainstream television-such as the broadcasts ofTelevisa and T\7
Azteca-has yet to represent indigenous people as an integral part ofMexican
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F1cu1<1: 5-4- )c.\l1s l{a111!·111 (;;\rci;i !11"\'ideo
p!"L'SL'!1(111g
Sa11t<1 Ros.i de l,im;i fiesl;1 i111\ugus1 2012. l1hul(>)-:r,tph hy 111µ.rid

\'lLkns •lt Tama's

society. lndigenous characters in tcknovcbs conlinue lobe portrt1yed stereotypically as servants. ·' 111 contrast, "i ndigenous" vil'wers see theniselves in pa1

tron saint fiesta videos as sub_iccts and prlllagonisls 011 thc television screen,
and Lhus as parl of <l_ 1ned iu 111 thl'y havl' ;1ppropri<1lcd. Consequently, practices
surrounding thc fiest<l videos conles1 hl'gl'J11onic concepts of v.'hat tbe n1ass
n1edia consicler '\1ppropriale" represcntal ional subjec!s.
a busincss st<:1ndpoi11l, v1deograpl1cr:; gcnerally concentrate on t'·\'O
different- areas: farnily celebrations that thcy fi!in tür private individu<1ls and
the recording ofthe village flestas, wh1ch th('Y docu111ent evcn Y\-'ithout a specitic con1n1ission. Jn the tirst casc, för exaniple, the client purchases videos
of a \Vedding, christening, or q11incca1!era celebrat ion. Due to thc increasing
popularity of this genrc, it i:; no\V con1n1011 for a pndrino and/or a 1nadrina de
video (son1c of whon1 live in onc of Tan1a':; satellite con1n1unities) to sponsor
the recording, which can cost bet\veen one thousand and five thousand pesos.
In the case of the patron saint fiesta videos, on the other hand, there is no
need for sponsors, since videographers can 1nake ten thousand pesos or more
selling the l)\'f)s \o the nttendecs at thirt y lo llfty pesos apiece. lt is difficult to
quantify the earnings of con1n1ercial videographers, since there is a tendency
to conceal [arge profits to prevcnl cnvy or critici:;n1.
In Tan1a, \'ideo Rojas <lnd \'ideo Ta111ix ari.: the oldest businesses active

in this field. Video Rajas is largely npcraled by lhc 111arried couplc Öscar Ro-
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a Ji<''-I« D\'!J 1>1°1lie dancccvL'lll i11 thv b;tck oi'llw Video Ca-

i(ll11h pickup truck ;1: T;1111a's \arll,1 J(os,1 ck 1.irna lit·s1;1111 Sq1tcmhcr 2!!15. l1hllto-

g1·,11•h by Ingrid J....umrnds

1
_jas Cruz. and Jaquelina Hnjas S;iJ1chcz. who liave been producing hln1s since
2005. ()scar is in charge ofthe Jirsl caniera a11d thc J-iln1 editing, \Vhilc Jaquelina is rcsponsiblc for the sccond ca1nera and occasionally 1akes over für her
husb<ind. Son1etin1es they en1plny an additional can1er;:irnan. In 20!2, for instance, thcy hired a n1en1ber ofthc Video Rcy tea1n fron1 the /:apotec con1111unity of c;ue!atao to filn1 the Santci Rosa de Lin1a fiesta in Tan1a, while Oscar
'i-\'8S fully occupied with his responsibilities as a n1unicipa! officiaJ (councilor
of educ<1tion). ·n1e couple have a Nissan pickup t{)J" jou rneys to fiestas throughout the region, where they park in rented 111arkct spaces.

Video Tan1ix is a fan1ily busincss O\Vned and run by Gcnovcva PCrez Rosas
and her sons Ron1cl and Illich Ruiz. Intercsti11gly, Genoveva sees herself as
who n1akes tiln1s on the side. Along with Jaquelina fron1 Video
a
Rojas, she is in fact a woman pioncer in the n1alc-dominated field of village
audiovisua] production (as TV Tan1ix, a coUective co1nposed exclusively of
n1en, den1onstrates). Genoveva esscntially n1anages Video Tan1ix. Her son

Raine] edits the filn1s, while his younger brother lllich operates the ca1ncra
and designs the DVD covers and the discs then1.selves. Over the years, the
Ruiz fan1i1y has perforn1ed a \vide range ofcon1111issioned work <ind h<1s n1ade
2
land dispute docunientaries.-' In addition, Video Tan1ix has 1nade a video on
a fa1nily that lost its house in a l<1ndslide, produccd 111usic videos für Jocal rock
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FIGURE 5.6. Cenoveva P0re1. Rosas ofVideo Tamix, recording the loo1l philharmonic band at Tatna's Santa R()sa dl' 1.1ma
in
2015 Phntuµ,r<1ph by lngrid

Kumrnl'is.

speaking Sierra Norte, and villages in the Mixe Media region to tbe south.
()ver time, the videographers havc learned to take thc clientek in the different municipalities into consideration, as each has a spccific relationship to its
fiesta. Same communities regard the church
as an in1portant coinponent of the fiesta, \Vhile others find this uninteresting. Hence the filn1makers
scrutinize the reaction of their individual audiences and try to design videos
to match their tastes. They priinarily judge the quality of their films by how
successful tbey are in meeting audience expcctations and by product sales.
At the same time, videographers are not solely dependent on their local
and 1nigrant clientele for success. Indeed, the village cabildos (that is, their
officials) have different attitudes toY1'ard videorecording. JesUs Ran16n ofVideo Cajonos noted that when the boon1 began in 2005, several villages insisted on staking a claim to this lucrative busincss. 1hey argued that their local
culturc-in which the cabildos had invested considerable sun1s of n1oncyshou!d represent a con1munal cultural patrin1ony. Tue cabildo of Cotzocün
de1nanded a pay1nent of ten thousand pesos für a film pern1it. JesUs Ramün's
response was to stay away fron1 the village since then. Given that cabildo officials are replaced annually, however, the situation n1ay now have changed.
As a rcsult of such experiences, fiesta videograpbers now negotiate directly '''ith the n1unicipal officials on a11 annual basis. Thcy endeavor to avold
up-front payn1ents and instead create favorable conditions fi.)r their vvork and
subsequent sa!es. Their ulti1nalt goal is 10 obtain cxclusivc rights (excfusividad) and Special permission fron1 the cabildo to filn1 the fiesta in its cntirety
and sell the extensive n1aterial on DVI). Ron1el from \1ideo Tan1ix indicated
that videographers have considerab!e \everage with n1unicipal officials, who
generally exploit patron saint fiestas to publicize their organizational talent
and their ability to bring together the whole village. He has bad thc experience
of persuading officials that it is in thcir best interest to capture on filrn the
6csta they organize, since it serves a.s visual proof of thc extent of their !ocal
engage1nent, \\.'hieb is particularly in1portant wilh respect to the distant satellite co1nn1unities in the United States.

bands, and 1nade filn1s <1l th...-: ann11;1I Fcri<.i Cultural del Pulque l..'vent organized by the con1n1unity youth.
lhe diverse n1nge of the fil n1 \-\'ork i nd icatcs t he different inclinations oft he
videographers. Son1e, t ikc Ron1el, are involved in h !111 proJects critical of village
society. All oft hc vidcoastas, ho\Never, consider t hcn1sdvcs an1ateurs and en1phasize that they are sclf-Laught. i_; They p<lrtly base their status on the fact that
none ofthe1n has atlended workshops such as those offered by video indigena.
Interestingly, they refuse lo cvcn call then1selves videoastas or ca1nnr6grafos,
as they are not con1fortable with thr idca of actually being professionals. But
their regular cooperation \''ith co1n1nL111<1l filinn1akers \Vho have professional
training has nonethcless given then1 a great dcal orkno\.vlcdge specific to their
profession. 'Jhe transfcr of n1edia kno\vledge on-site h<lS provcd crucial tosetting up their businesses. Co1nn1ercial and co111n1unal n1edia makers do not
adhere to a strict division vvhcn it con1es to passing on knowledge or sharing
equipn1ent. Adherents of both fidds value being able to ask for advice on the
spot without further ado. Duc to their practical advanlage, kno,vledge transfers of this kind are frequent. 1hose
cooperate in this way profit in the
long run, bec<iuse favors arc likcly tobe returned in the future.
Both Video Rojas and Video Tanlix \vork at patron saint festiva\s over a
va.st rcgion enco1npassing Villa Alla, thc adn1inistrative center in the Zapotec-

Furthern1ore, fiesta videos are an enduring testimony to a significant moment. According to Romel, these videos can enhance the officials' prestige
since they are disseminated over both space and tin1e. 1-Ie and bis 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
througb family relationships asked then1 to stage a box rnnchcro in their village for the first time, they complied and requested pern1ission \o record the
11
fiesta.· 1he municipal officials agreed, recognizing that staging a popular
sporting event and having it captured on a fiesta video \vould make lheir celebrations 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 after year,
which, in turn, serves as a barometer of the economic, religious, and political
power of the hosting municipality. Officials therefore do their best to provide
memorable highlights: they invite the most popular bands, organize a regional sports competition, or present other novel attractions.
In sum, these negotiations demonstrate videographers' self-dctermined
path to professionalism. Since they are also co1nuneros/as, these videoastas
have in-depth knowledge of the dynanlics of patron saint fiestas and the motivations of the officials who organize them. A number of them have already
held higher office the1nselves and helped to organize fiestas. Tue dual role of
videographers has an impact on organizational structures, forms of interaction, and the 'ivays in v.rhich the videographcrs acquirc knowledge as part of
their business. Hence they are not purely motivated by 1nonetary gain, nor
do they act in this way. Instead they strive to balance their commitment to
making a profit with the ideal ofbeing a good con1unero/a (or they are pushed
in this direction by the con1munity). This ideal connects them to that part
of their clientele that Jives in the migrant satellite comn1unities and seeks to
preserve its rights and n1ake contributions as comuneros/as from a distance.

lHB lnuennon OP THB PATAOn 5AIOT FIESTA U1oeos m THmH
Tue fiesta videos are by no means specific to Tama. On the contrary, professional videographers specialized in documenting social events such as weddings and village fiestas are part of a global trend. Tue wedding videography business, for example, \•las estab!ished in the United States as early as the
1980s v.:ith the advent of affordable video camcras. is Yet as communities have
distinctive needs, the social event genre (called eventos sociales in Mexico) had
to be reinvented in places like Tama, where it has been adapted to meet local
and transnational requirements and has become a Standard item since the
beginning of the 1990s. This genre has been developed on the basis of existing local media. Tue following exanünes ho'""· fiesta videos specitically evolved
in Tan1a in connection '>Vith the nevv need, triggered by migration, to forma
transnational co1nn1unity.
Up until the early 1960s, the people who took photographs or filmed in re1note regions such as the Sierra Mixe were almost exclusively anthropologists,
government officia!s, missionaries, or travelers, v,:hile the local inhabitants had
tO be content V\rith their role as photo subjects. The first generation ofTan1a rural schoolteachers bridged the visual divide when they began to acquire small,
and easy-to-use Kodak Instamatic carneras with a cassette film
system. Co1nmitted to cultural \\'ork, they organized n1usic and dance performances in schools. lbe teachers enriched the perfonnances with photography,
seeing it as the best 1nedium 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. 36 When
this project was initiated as part ofthe Casa de! Pueblo in 1989, the collective
of young men working there, including several teachers, turned to the patron
saint fiesta as the first "natural" film subject tobe captured on tape. 37 Tue 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 brought \'HS video
can1eras back with them fron1 the United States to record their children grov.·ing up, much in line with US home 1novies. Inspired by the idea of filming the
Espiritu Santo fiesta, Genaro Rojas commissioned Fortino Lucio (a villager
who lived in Los Angeles, and the father ofJesUs RamOn Garcia, the Video Cajonos 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 relatives and friends in the United States and Mexico. T\T Tamix later used this
video camera to 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 anirnada (Animated fiesta). According to Hermenegildo and Genaro Rojas this film was not a patron saint
fiesta video in the current sense ofthe genre. At that time, TV Ta1nix formed
part of the video indigena movement initiated by the INI. Guillermo Monteforte, 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 C\'J, and according to Genaro
Rojas "it was widely circulated" ("y se moviO bastante"), shown at workshops
and festivals where this type of documentary \vas regular!y presented and an38
alyzed. Though it was acknowledged as well made, some criticized its message as apolitical. Fiesta animada later continued to be disseminated through
the distribution channels ofüjo de Agua Con1unicaci6n, an organization that
contributed to thc redefinition of the video indigena movement by making
itself independent of the INI 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 tobe desired, since everything they considered attractive at the fiesta (such as the basketball game) was captured only in fragments. In line with
the "classic" documentary film approach, a refined 1nontage style is thought
not only to convey the film narrative, but also to make it "faster" and n1ore
entertaining. Tue villagers, hov...·ever, preferred the raw footage of the fiesta to
the edited Version. Tue video indfgena style of representing Tama's fiesta did
not appeal to the local taste of an "indigenous'' com1nunity like Tama, despite
the former's claim of complying with the needs of"indigenous" audiences.
In 2000, the village's General Assembly \vithdrev.• its support for T\T Tamix
and revoked its communitarian status. Many residents distrusted the media
project because, in their view, it lacked communal orientation. They accused
the young male collective of recruiting more on the basis of their connection to the Rojas fa1nily than on con1111unal principles.w Crucially, T\l Tamix
presented a statement of account to the General Assembly but was ultimately unable to justify tbe 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 langer work as
communal filmmakers, they began to seek private commissions in the field of
audiovisual production. Suddenly a new avenue of opportunity opened up for
videography productions, now linked for the n1ost 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 Fihn and Video Festival to visit Los Angeles
and look up relatives who had migrated there. During bis visit, he shov.'ed
films that T\1 Tarnix had produced, including a recording ofTama's fiesta in
honor ofEspiritu Santo in 2000. He was overwhelmed by the enthusiastic response to the film and the high demand among migrants to watcb 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 produced annual videos of Tama's Espiritu Santo celebration. He relied less on
the style ofhis own previous documentary film work than on the production
methods of\lideo Lider, which pioneered the vidcotaping ofpatron saint fiestas in the Sierra Norte region.
Ingeniero Fernando Säncbez, a Zapotec businessman residing in Guelatao,
V{as the first to shov,1 an interest in the standards and Jemands of this genre
a few years earlier v.'ith his company Video Lider. SJ.nchez, who had learned
the art of filmmaking thanks to a course he took in Los Angeles during a
stay as a migrant laborer in the 1970s, had initially made documentary films
with classic Oaxacan motifs, such as El espiritu de A1onte Albdn and Days of
the Dead in Mexico. Their style is modeled on travelogues that portray "foreign countries and people" (precursors of J)iscovcry Channel documentaries).
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They were prevalent in the 1980s and 1990s. Only later did SJ.nchez begin to
tap into the fiesta videos as a new market, calling the movies La fiesta de mi
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
bis own criteria rooted in the "classic" documentary, SJ.nchez had quite a negative opinion of the fiesta videos, including his own. 40
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Notwithstanding this precursor, Hermenegildo and Genaro Rajas had to
reinvent the patron saint fiesta video für Tama. This was becausc new migration patterns called for novel solutions to comrnunal institutions such as the
patron saint fiesta. Tue village increasingly gave returnees or absent inigrants
a central role as sponsors. In the 2002 video that Hermenegildo and Genaro
made of the fiesta in honor of Espiritu Santo, Genaro pointedly asks a leading
official about his plans for nligrant donations to the celebration. Tue official
explains in detail v.·hat happens to their money at the fiesta. During this interviev.· Genaro and the official both invoke the term paisanos or paisanas,
referring to cominunity members living in the United Stares. By doing so they
extend the viewers envisioned by local film producers to include viewers in
the United States and, at the same tin1e, 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. \Vhen J first encountered fiesta videos, n1embers of the
video indigena circle, including Hermenegildo, explained that they were the
work of self-taught filmmakers. Apparently lacking knov...·ledge about film
craft and film aesthetics, these videographers had recorded their footage without adhering to conventional filmmaking standards. Instead they left their
carncorders on for hours at a time and recorded the overal1 scene in lang shots
. from the same position. As it turned out, however, community filmrnakers
'vere instrumental in creating this genre, which in fact has its own professional 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 ofTama's transnational community. Tue way in which
villagers living abroad influence the hometown's fiesta and its filmic representations will be exarnined in the next section.
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In the course of several migration waves with changing characteristics, the
people ofTa1na have extended their community far beyond the borders of their
hometown in the Sierra Mixe. 41 As mentioned earlier, their diaspora includes
satellite settlen1ents in the city of Oaxaca and northern Mexican cities, particularly in the state of Guanajuato, as v.'cll as cities in the United States, rnainly
Los Angeles, Chicago, and Milwaukee, and nu1nerous parts of the country

PR!ROß SRlnT FIESTR urorns

1]9

i

with large-scale agriculturc. Fron1 thcsc sitcs, V<1rious translocal cunncctions
havc been establ ishcd to the village of nrigin, which holds a key sociopolitical position. ror this rcason Tan1a 1nainlains a very close relation.ship to the
.statc capit<.1! of()axaca, located !05 kilon1clcrs <nvay. Prosperous fan1ilics fron1
Tan1a frequently have <111 apartn1ent or

;1

hnusc tbere, and co111111utc back and

forth. As part of thcir n1igration experience, thc people ofTa1na have also built
up a profitable li nc nf busi ness a\V<l)' frorn ho1nc: the taqueria. 1nterestingly, the
t<1cos thcy sell in thesc n:sl<1urn11ts are nul scen as Lraditional food backhon1c.
On the contrary, 111igrants firsl lcarned lo 111ake then1 in !Vlexico City, and
over the years sei- up thl'ir ovvn businesses in northern Jvlexican ciLics, vvhere

conditions \vere rnorc favorable for such vcntures and a!lowed them to prosper.
tv1ost n1 igranls in Los Angeles, Cali (orn ia, \\'Ork as sin1ple, albeit wc!l-paid,

laborcrs-at least
to i\:lcxico. J\s <l r11lc, won1en flnd en1ploy1ncnt
as maids and housekeepers and n1en in construction sectors such as plun1bing and clectricity, or in thc taqucria husiness. :V1ost people fron1 Tan1a first
1noved Lo the United Statcs in 1999 and 2000, <l pL·riod ofeconon1ic expansion
in thc dcstination country. Du ring this n1ign1lio11 wave, a loca! coyote spccialized in illegal border crossings. Today, lnteresled individuals general!y consult
village divincrs (Spanish: adiFi11n/o; Ayuujk: xi!1niiiipy) to detern1ine the best
day 1o ! r<1vcl.
'Jhis seclion focuscs on lhe !.os Angeles co1n111unity's perception and cnproduction of lhc patron saint Jlest<1 vidcos. Due to tho;;> restrictive LTS policy
toward job seekers fro111 iVlcxico,
111igration contc1i11s a nevv di1nension.
Solar, the esti1nated f(n1r hundred paisanos <111d pcüsanas fro1n Tan1a have
IlO[ estah!ished <l C()llllllllllil)' \Yith rorinal i11qi[UliOl1S (e.g„ a hon1etown as-

socialion) <lnd politic;1J rcprescntation tn the sa1nc degree as other ()axacan
diaspon1 co111n1unities in 1.os Angeles. ()11c reason is thcir relatively late n1igration in con1parison Lo 1ithcr groups fron1 lvlexico and their Jack of legal
status in thl' United States. Sierra Norte Zapotec peopk, \Vho in1111igrated in
!arge waves in Lhe l98üs, prof-itcd Cron1the11rnnisfin (lhe a111nesty provided by

the ln1nligratio11 Reforn1 and c:onlrol :\et of 1986) and \Vere ablc tu legalize

their in1n1igratio11 st<1Lus. As othcial US residcnts, they novv travel frccly back
and förth bctwecn JV!exico and the Unitcd Statcs. tVlost oftheir satellitc co1nn1unities havc an indcpendenl political con11nittee (a corniti) that organizes
patron saint festivals in rented salons (called kenneses) in Los Angeles and
rai.ses funds lhat are subsequently invested in infrastructure projects in their
ho111eto\vn. Althougb the paisanos/as fron1 Ta1na i 11 Los Angeles organized
tbe1nselves into a con1111ittee in 200:1 in response to an acute conflict between

Tan1a and its ncighboring villagc Ayutla over water resources, it had a !ife
span of only a fevv ye<irs. IL \vas in (act dissolved as a resu!t of the alleged corruption of its leadl'r.
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Tili.s notwithstanding, the peoplc of Ta1na in Los Angeles foster close
relations
one anothcr by n1eans of a co111n1on oricntation toward their
hon1etO\•,rn. A cornerstone of their

is thcir self-conception as co-

rnuneros/as of Ta111a even fro1n a vast dist<ince. Despitc their long absences,
many paisanos/as continue to regularly send ren1ittance.s to their in11nediate
families and relatives in lhe hon1e vilJage. Besides, they n1ake annual payn1ents for con1 rnunal \Vork (tequ io) and- less regularly-donatc to the patron
.saint fiestas in Tan1a. Nu1nerous 111en and wome11 fron1 Tan13 have lived in the

lJnited States for nearly lwenty years. Although visits back ho1ne to Mcxico
entail great risks and enorn1ous cost bccause the border h<l.s tobe crossed ille-

gälly, n1any have nonetheless rcturned teinporarily to 1'a1na in reccnl ycars if
elected by the villagc General Assenibly to a cahildo office, occasionally ('ven
bringing 1vith the1n their \.Vives and children. ln so1ne cases !hcy rcly on relatives in Tan1a \vhen they arc obliged to con1ply \Vilh their election lo tlll nllice.
A parent, tür instance, n1ay substitutc for then1 hy serving as an interino, a
comn1on n1echani.s111 used in the absence ofthe n1ignint in question. Marriage.s in the United States not only bring together paisanos/<1s fron1 the villagc of
origin, but also connect n1cn and \V01nen fron1 Ta1na vvith people fron1 olher
Niexican regions or olher Latin An1erica11 countrics.

Acquiring and 1v;1tching p<ltron saint flesl;1 vidcos <1 n1e;1ns oi' reintlJrC·
ing close lies \'Vith the village ofnrigin. Ench ofthc T<l!l1<1 fan1iliL'S J visited in
Los Angeles had nu1nerous fiest<l videos in their ho111c cnllcctions. 'Jhey pi-cscrve thc annual filins of their hon1e(o\vn in sn1c1Jl l"i:tn1ily archivo;;>s. i\lnng with
tiesta videos fron1 cl cenlro, Tan1t1's cenlral district, 1-ht'y also keep rccnrdings

0C11gencias (1hc n1u11icipa!ityorT,nna has cight such sctLlc1ncnts in tolal) 1ha1
organize their o\vn patron saint fiestas. CJhc fr1n1ilies eithcr arrange to have
the D\!I) series sent to then1 or they acguire theni fron1
vvho act
as distribuidorcs in Los Angeles either over the phonc or dooi--to-door. ,\1ost
of thc distributors I niet are relatives of vidcographer.s in 'J'a1na. Just about
cvery fainily in the village has a close relc1tive in the United Statcs--<l brothl'r,
a sister, a cnusin, a parent, or a child. 'l11e l)VDs arc scn1 frorn lvlcxicn via se)(organized delivery services (pnq11ctcrias) th<ll specia!ize in shipping iconic
foods and ite1ns, such as chi11/estlc (a chili p<lSte), hicrbas (hcrbs), ;111d totop"s
(largl' dry tortillas), (ro1n hon1e to the Uni1cd Statcs.

In Los .:-\ngelcs, thc tiesla vidcos arc vvatched in di1iCren1 spaces ofbclonging, such as at ho1ne vvith the fan1ily or other n1c1nbers of thc household, or
in thc context of a \Veekend get-together \Vith guests. rll1ey are sh(nvn on an
ordinary D\ID player and a telcvision set. At get-togethers neithcr hosts nor
visitors v,ratch the niany hours of filn1 in their cntirety. "ll1ey Jeave the video on
as a n1eans of attunen1e1lt in the background, giving their full attention only to
scenes of particular interest, which they then vvatch several tin1e.s. Gat bcrings

PATHon 5ßlnf f/ESTR VIOrns

141

FlGVRE 5.7. TV sei v.rith a ficsta DVD in Lht: background at the home of pcople from
Ta111a livi11g in Los
i\:Llrch 201·'1. Plrntuµr,cph hy lngrid Kummcls.

like tbese constitute i1nportant fnrurns for cultivalion ofthe paisano/a ..::on1n1unity. Viewcd 1nore broadly, the palron saint fiesla videos are consun1ed in
Los Angeles in a field of tension of dilfercnt belongings, "\-\'here paisCJnos/as in
the United Stalcs develop a sense of cornrnunity that is linked explicitly to the
hon1ctovvn, but lh<tt is also, in part, independent of it.
Tue fOl hnvi 11g CX<llllple clc;1rly illustratcs the role or t hc- fiesta videos in this
pro..::ess. In February 2014, 1 sa1 with eight paisanos/as at a barbecue prepared
by our host Francisco, who has !ivcd in Los Angeles since 1999 and V..'orks as a
1
plu1nber. " 111ese eight pcople ..:onsliluted a highly 1nixed group in tern1s of the
nature of thcir tnigration fro1n Tan1a and the specifrc tin1e periods, motivations, genders, and accon1panying statusc.s this entailed. L' Although 1 explicitly avoided raising the subject offiesl<l videos at tirst, in order to get a sense of
its relevance, it can1e up repeated!y in conversation, for instancc \vhen l askecl
Felipe, rny ncighbor at lhe tab!e, \vl1cr,.,· ht' c1111e (ron1. Felipe vvas about fOrty
and v.·orked \VÜh n1y host, Francisco, as a plun1ber in <l business run by a n1igrant fron1 M ichoac<i.n. l n response to rny quesllon, Felipe not only refcrred to
the Tan1a agencia Konkixp his ho1ne vill<1ge, but also fclt n1oved to dcscribe
it, going into greal detail ahout its new nHJilKipal bui!ding and drawing iny
attention to the ho::auty o( ils fai;:adc, nevvly painted light grccn. Although his
\VOrds gave the iinprcssion that he had re..::ently scen it, he haJ actually not
rcturned therc since he lcfl for the l!nitcd States in 1999. As it 1urncd out, the
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source of his description was a recent fiesta video from Konkixp. 44 Felipe, as
part of this genre's large transnational audience, and 1, as a recent visitor to
his hometov.'n, were thus able to exchange views on conten1porary Konkixp.
Tue conversations at the barbecue repeatedly revealed a key aspect of these
videos, narnely, that the paisanos/as use then1 to gather audiovisual information about their hometown and revitalize their feeling for it. This, in turn,
allo\vs then1 to participate more fu!Jy in village life fron1 a distance. Vie\·vers in
Los Angeles told n1e that theyenjoy this gcnre in the style of"our telcnovelas."
In other \\'ords, they consume it as a serics that gives the1n an opportunily to
participate in the latest gossip and, in a n1anner of speaking, tobe personally
present in tbeir hon1etov..'n. These videos sin1ultaneously show c1nd crcate a
social inicrocosm. \/ie\vers have a specific interest in iJentifying fa1ni!y
bers and friends, and in \'Vitnessing their engageinent at the tiesta as visilors
or as offtcials. lVIoreover, they are eager to judge the appearance of the village,
with its buildings, streets, and decorative painting, and to see its residents and
their faci<d expressions, n1ovcments, clothet;, and behavior. '1 hc staging of new
fiesta ele1nents and the transforn1alion of the ficstas in general also capture
their interest. All of these video aspccts have the potential to trigger conversa
audienccs vievv the fihn, but also in other contcxts, such
tions, not only
as face-to-ftce 1neetings, chats on the phone, or contact on social 1nedia (c.g.,
Facebook), across the Mcxican-US border. ßased on these particulars, the paisanos/as comn1ent on and intervene in com1nunity affairs. Such exchanges in
a common audience space are fOrn1s of creating and participating in a transnational 1nedia space.
Clothes are a telling exan1plc of this. On the evening of the barbecue, silting in the kitchen drinking coffee (drinking coffee at night is a typical Ayuujk
pastilne), the paisanas,
were in their thirtics, began to con1111ent 011 "good
clothes." VVhile watching the latest fiesta DVDs, they bad been particularly
surprised to see that most children in Taina now wore "good clothes," that
is, name-brand clothes. En1ilia, one of the visitors, joked that rcsidents of the
hometown \Vore evcn better clothes than thcy did in the United Statcs, givher einployer's c<1st-offs. All three "\-\'On1cn worked as
en that she
housekeepers, two of then1 encerrada (locked up), as ! ivt'-in housekecpers. The
nioney that 1nigrants \vho are encerrada save on roon1 and board is seen as a
particularly ctfective n1ethod of saving. Tl1cy 1nainly invest thcir incon1es in
the education oftheir children, who study either in J\·Jexico or in the United
Slates.
Jt seemed to the paisanas that-thanks to then1-the hon1etov..·n had finally caught up \Vith "being n1odcrn," having the higher standard of living
that they then1selves had sought
they n1igrated years bctOre. Tue women complained that the traditional Ayuujk fen1ale costun1e has con1e to be
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worn less and less, and then only by older \Von1en. 1he paisanas the1nselves
flout convention in the United States by specifically wearing traditional attire,
which they have sent to thetn fron1 hon1e for special events such as christenings and weddings, where the paisano/a con1munity convenes. They also send
videos of these events to their relatives in Mexico. Hence paisanos/as do not
identify solely with thcir village of origin-they also co1npete with it andin
n1any cases criticize it.
This conversation hints at <l particular i nterpretation of the patron saint fiesta videos: paisanos/as see then1 as an indicator ofthe overall transforn1ation
ofthe hon1e village. The fiesta is particul<ir!y suited to this purpose due to its
chan1ctcr and its n1assive attendance, \Vhich serves as a den1onstration ofvillage power. 1he progress the 111igrants sec in the in1agcs gives them a sense of
pride in the in1pact of their earnings. Every paisano/a 11net worked overlime
du ring the week and on part of lbc weckend lo a1nass as niuch 1noncy as possible no„v andin thc IOn:seec1blc i"uturc. IV1nst <ll"l' bctvvcen twenly and forty-five
years old and supporl their fo1nilics i11 Ta1n<1 \Vith rcgular rernittances. Son1e
also invest n1oney in such a way as lo (acililalc lhcir return to the village, for
exa1nple, to build on land they nwn or on land they will inherit frorn their
paren1s. Photographs and video recordings sent fron1 Tarna allow then1 to supervise these projects fron1 Los Angeles.
In the United States, Tan1<1 1nigrants also
palron saint fiesta videos,
which they son1eti1nes sin1ply c•·dl "!a nrol'ie," \vith their chi!dren, \\'ho have
grown up in Los Angeles. 'J11is gives then1 an opportunity to acquaint their
offspring vvith the hon1ctovvn, a place \Vith ""hich this next genenltion niight
other\vise find it hard to identify. Parents often send US-born children to visit Tan1a on their own, starting at the age of ten. Unlike their parents, these
children are legal citizens of thc Unitcd States. An examplc is Marina, \.vho
en1igraled fro111 Tan1a in 1999. \A/hen \VC spokc in 2015 she y.,ras in the process
of sending her sixleen-ycar-old daughler a nd l v,'elve-year-old son \o visit her
grandparents in Tarna's agencia El Duraznal. She hoped that the fact that she
had regularly shown the1n fiesta videos would help 1nake el pueblo less foreign
to then1.
Bccause incn1bcrs orthis carly gcncralion o(i1nn1ign1nts in particular have
made their hon1e in Los /\ngeles, they no\v invest their 1noney in their quality
of!ife. 'I11e tiesta videos, <il Len dnllars per J)VD, are part ofthis. 'lhe nligrants
occasionally buy several DVD series of the san1e fiesta produced by different
videographers, a luxury that could 111ean $160 for a single fiesta. One evening
I visited the couple Felipe and Olinda. TI1ey live with their tv,ro children in a
s1nall house near Pico Boulevard in i\!Iid-City, a n1odest residential area that
has attracted a noticeable concentration of people fron1 Tama, both single
men and wo111en as \Vell as nuclear frllnilies and fau11ily groups. After a meal o(
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hon1en1ade tamales, Tan1a style-()Jinda buys her corn dough at the ncarby
tortilleria of the restaurant Expresi6n Oaxaca-Felipe and Olinda showed n1e
their personal library of fiesta videos. Sincc 2005, they have heen co!lecting
filn1s about their two agencias, Konkixp and EI Duraznal, as weil as lbose
about Tan1a center, first in 8 nin1 forn1at and later on DVD. Yet they are not
merely consun1ers of this genre. Felipe lent Oscar Rojas n1oney to help finance
his first recordings, and in 2005 ()]inda sponsored <l recording n1ade in El
Duraznal \Vhen her father held the high religious oflice o( capittin. Thanks to
videotape in her hon1c in Los Angeles, she was ablc to share this significant
1non1ent ofher falber fulti!ling his duties as a con1uncro. 'Jhc DVD is thercfore
both an cxpression nfher financial contribuiion to lhe cnn1111unal duty of her
family and an opportunity to witness this 1no1nentous and emotional event
fron1 a distance.
TI1e inlcnse experience of vvatching patron S<lirll fiesta vidcos is characterized by lhe Yarious feclings !hat are ;nvc1ke11cd in lhc 1x1isanos/a.s \vho live
in I.os Angeles. l;rancisco describes the cnonnous enlertai111nent valuc ofthe
6ln1.s: like local vie>vers in thc Siern1 Mixe, he hcartily
CX<llnples or
1
Jo chusco. ·' 1\t the sa111e tin1c, he rc1nark.s lhat watchi ng lhe filn1s in thc Uni1ed
States "abo hurts. You would like (o bc '11 lhe tiesta and not herL'. You sce your
parents, siblings, and cousins .... And you don'I know '"rhen you'll be able to
see thern again."
too, cxplains tha1 he !ooks fr1r relatives in the scenes
and is quite .sad vl.'!1e11 hc flnds nne ofhis parcnts, a.s he has no idea when they
\·vill 111eet <1gain.) Franci.sco's opinion n(villagc videographers is thcrcfore a111bivalent. He has thc in1prcssio11, on the one h<1nd, that "videographers are do·
ing us a favor"; but on thc othcr band, he suggests that they n1ight be exploit
ing the n1igrants' nostalgic teelings fOr profit. "We're also critica! ofthen1," he
says. "In the beginningvideogr<lphers used to charge up to fiftcen dollars for a
DVD as if it '"'ere a Iiollyvvood picture with good actor.s. They /the Hollywood
fihnsJ also cost fiAcen dollars. Thcy should have n1ore considcration for us.
After all, \Ve don't earn that much and vve work hard für our n1oney."46
Viewers \Vho live in Tan1a and vievvers thousands of n1iles away li-0111 Ta1na
constitute ä transnational audience. Thc 1nen1bcrs of this audience, however,
do not alv'""'YS see eyc to eye on the issue of tiesta videos. At tin1es they engage
in open disputes, as in the case o( DVDs of the fiesta's bailes. 111is has not
1
stopped these D\ Ds fro1n hecon1i11g the top-sel!ing filn1s in bolh the countries of origin and those of dcstination. l)iscontenl aboul videotaped sccnes
of coup!es dancing to cu1nbia n1usic <lnd rnrlsico norte1la was so acute in 2011
that the lhen-presidente n1unic;pal ten1porarily prohibited then1 fron1 being
filn1ed. At the tin1e, certain individuals who had eithcr been videolaped while
dancing in Tan1a or seen a recording in the United States co1nplained to Ta1na's cabildo, accusi ng (in this 1x1rticular case) Video Rojas of dcstroying their
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has inade it diffi.cult for residents lo enjoy the bailes in peace, whcreas inhabitants ofits satellite co1nmunity in Los Angeles rely on the videos as a means of
controlling their partners and other relatives f.ro1n a distance. Tue videoasla
Romel Ruiz Perez explains the diverging interests of thesc audiences: "Niany
people buy the DVD because of the allure of finding out: 'J 'll see if l discover
1ny wife. Maybe she danced \'lith anothe.r 1n<in.' l think those are tv.·o very
different worlds. Vl/e who live here [in Tan1a, and work as videographersj receive co1nplaints. And those who live there [in the Unitcd States] appreciate
our recording because it allo\'l'S then1 !o V.'atch us here [Cron1 a distancej. But
people hcre don't like that."·17

FrGURE 5.8. Dancc cvent at lhe !icsta nf EI Sei'ior dt!
Apr·i] 2014. Photograph by Ingrid Kummels.

Ci neo Llagas, Chuxnab<'1n,

rnarriage. The accusations ca1ne fron1 n1arried n1en who had n1igrated north
to rnake n1oney and had been av•ay fron1 the hon1eto\'l"l1 for a pcriod of three to
seven years. \tVhile watching l)VDs of the bailes, they discovered their v.'ives
dancing Yl'itb other n1cn. Since thesc dance e\'ents a1-e also ap opportunity for
attendees to signal that they are (oncc again) "sillgk and ·\vithout comn1itn1ents" (soltera/o y sin comprornisos) and !ooking Cor <1 ne\V partner, taking
part could be interpreted as evidence of infidelity.
rThe couple:-; dance evenls arc !inked !o a 111ore con1prehensive trans(orrnation of relat ionsh ips over thc ye<1rs. \\ih ile n1a rriage arrangen1ents in the J980s
\'lere still bascd on parental dccision, in the l990s self-deterniined courtship,
V'l-'herc a relalionship could be initiated by the young 111an or the young vvon1an, becan1e cornn1onplc1ce. Fen1ale rnigrants in parlicular have contribuled to
i ncrcasing thc autnnomy of you ng peopk involved in courtship. Yet the conscquenccs for the transnational audience watching tiesta videos have been quite
dra1natic. Son1e husbands in the l.Jnited States, for instance, stopped sending
re1nittances as a result of"visual evidence" oftheir \'lives' infidelity. Tue conflicts that arise fro111 rei.::ording "illicit" da11cing couplcs are \Vide!y discussed
in Ta1n<t. In these n1edia spaces, not just l hc coltple concerncd but also the
!arger transnational co1nnn1nity of vic,.,,·ers dcbate basic questions regarding
gender ro!cs, transnational households, .i.nd chi!J 1naintcnance in a transborder n1arital situation. Inhabitants of Tan1a villagc con1plain that videotaping
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To sumrnarize, patron saint fiesta videos have becon1e a key elcment of
opening new media spaces that allow for novel di1nensions of transnational
belonging in the \'lake ofTa1na's diasporization to the United States. 1heir role
1nust also be understood against the backdrop of the relatively late arrival of
Ayuujk imrnigrants in Los Angeles in the period aftcr 9/11 and the particularly restrictive immigration policies toward n1igration fro1n Latin An1erica they
have had to face. These migrants live under precarious conditions and can visit their country of origin only at considerable risk. Due to their rnarginalized
and disenfranchised status in the Vnited States, they are dcnied recognition
and sociopolitical participation.
Residents of thc ho111etovvn and lhe satellite co1nn1unity have felt con1pelled to look for ne'A-· n1eans of overcon1ing this exclusion. Fiesta videos are
produced, circulated, and consun1ed in a tight exchangc between residents
living in N1exico and lhose \.\'ho have settled in the United Statcs; thcy hav'-'
creatcd crucial n1edia spaces. Paisanos/as fron1 Tan1a are essentially coproducers of thcse filins, which they have in part con1n1issioncd and fin<Jnced.
They enjoy this genre as an entcrtaining diversion, and indeed often as a forn1
or telenovela, one that a!lo\•<"s then1 to keep in toucb annu<Jlly V.'ith relatives
and friends \vho participate in a patron saint fiesta as their hon1eto;vn's chief
con1n1unally organized event. Tue niultiplc layers of inforrnation presented
by thc tiesta vidcos serve to con1pcnsate für the viewers' lack of direct access
to the villagc of origin and il.s inhabitants, while keeping then1 up to date on
current cvents. 111e filins enable viewers 1o participatc in conversations and
gossip as if they were actually on-site. They are also used as a didactic device
to socialize the second gencration in the United States into the Taina comn1unal V.'ay of life that thcy are expected lo eventually expcrience in person one
day. By accessing and creating a con1n1011 i111aginative space, r11e1nbers ofthis
genrc's transnational audience enhance and intensify their con1munication
with one another.
On the other hand, paisanos/as also draw on fiesta videos in ordcr to distance then1selves fro1n their ho1netown and a.ssert their independence. \Vhile
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watching the DVDs, they interpret the growth and modernization of the village in Oaxaca as largely resulting from their own work arid financial contributions as migrants. For some migrants, n1oreover, the filmic sections showing the bailes present an opportunity to monitor their spouses back home in
Mexico: Finally,.the videos constitute a medium that permits migrants who
have decided to stay in Los Angeles indefinitcly to reconstruct their home
there around the patron saint fiesta as a key cultural component.

THe PDLITICAL 01mens1on OP Pnrnon Sninr FIESTA Umeos
Tue videoastas who produce fiesta videos and the audicnce that consun1es
them both actively participate in the creation of new media spaces v.rhen
they represent, view, and comment on Tama's celebrations via mean.s of 1nass
communication. In a twofold move1nent they not only have an impact on the
community itself but also carry innovative fornls of organization and n1edia
formats to the circuits beyond it. Several actor pcrspectives are at work in
fiesta video production, circulation, and consumption, as various stakeholder
groups debate current issues of importance for Tama as a comn1unity, one
that has expanded beyond the national borders of Mexico and undergone rapid change as a result of international migration. A1nong other things, these
stakeholders reflect on and discuss the development of the village of origin,
the role of officials in village governance, and marital relations and parenthood. These dimensions of social life are cxanlined foi new fissures and inequalities that have arisen and that affect the numerous forms of engagement
as individuals, family members, and members of the community. l\.1any of
these debates refer imp\icitly or explicitly to co1nunalidad, a ubiquitous political concept in this environment. They address the question of what it means
to be a comunero/a in times of geographical dispersion, as weil as the role of
self-designed media, in particular pa.tron saint fiesta videos, in the culture and
social life ofthe transnational community.
There are a number of reasons that the audiovisual representation of patron
saint fiestas specifically became a village genre, w·hereby local perspectives derived 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 co1nunero/as, on the one hand, and commercial and com1nunal
videoastas, on the other, have different attitudes toward the n1ediatization of
the fiesta. In the hometown the fiesta is a central traditional medium. Through
live music and dance performances it identifies With its patron saint as the
major figure of religious-political authority. In recent decadcs, the officials
have secured n1igrant 1noney and the involvement of paisanas/os in the fiesta's organization, enriching it v·:ith new· elements in the saint's honor. Due to
access to financial capital via government budgetary aid, migrant money, and
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the growth in consumer purchasing power-v\rhich 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 effecHve method of diffusing them in tin1e and space.
At the same time, these dynamics of the fiesta's capitalization are used
to reinforce its function as the expression of comunalidad. Tue geographical
dispersion of Tama's inhabitants is problematic given the required contributions to the fiesta (e.g., through physical presence and V\'ork). Yet the mediatization of the fiesta allows absent me1nbers to den1onstrate to a transnational audience their cominitmcnt to their hometov·:n 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, albeit from
a distance. It enables actors to socialize and to be perceived as con1uneros/
as, a crucial cultural element of indigenous communities throughout Mesoa1nerica. This mediatized form of cornunalidad \'Vas of course not envisioned
in the 1980s, when the term was first coined by intellectuals such as Floriberto
Diaz. 4 B Communality practices have n1oved 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 con1munity power. At the same time,
the celebrations involve an internal tug-of-war over the divergent interests
and requirements associated with comunalidad. 'Ilüs is exen1plified by disagreements 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 frorn 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 offilm images for other purposes: lt is through mediatization that they establish and experience social relationships as part of a
transnational community. Tue video recordings also enable them to contest
social control in their hometown, such as when they gain insight into the private Jives of the spouses they left behind. lt is precisely because of this form
of control that mediatization is looked on with ambivalence in the village of
origin.
Tan1a'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 tobe optimistic against all odds. My exarnples of
video activism do not offer rnodernist 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
rnigrate and take up residence among a range of social activists and anarchists. Against the exaggerated emotionalism ofthe sensationalist mass n1edia
and the ubiquity of the horror film, the ne\V 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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is indigenous, the audience assumes the right to interfere. In addition, and not unrelatedly, Dulce convivencia raises tbe question of when and wby a particular film or video is considered cominunity-made when in fact it is the work of an auteur, and when
and why other works are labeled auteurist when they are the result of coltaboration.
The answers to these questions certainly 1nust address colonial-looking relations and
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28. Many examples ofthis kind oflinear and argumentative documentary can be
found among the video productions made by the government-sponsored CVIs as weU
as others produced by the NGOs Ojo de Agua Comunicac16n and those supported by
the Chiapas Media Project/Promedios.
29. Nichols, Introduction to Documentary, 149-53.
30. Nichols, Introduction to Documentary, 197.
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53. Agustin, La contracultura en Mexico, 105.
54. Castro, Dictionary ofChicano Folklore, 105.
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56. "jQue gacho!

En lugar de que estuvieramos aqui mcis unidos asi se

portan. Ni modo."

33. Nichols, Introduction to Documentary, 206.
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34. Nafi.cy, An Accented Cinema, 21-22.

58. Nafici, An Accented Cinema, 55.

35. Dyer, Pastiche, 10.
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39. Hall, "Cultural Identity and Diaspora," 225.
40 .. The silk screen effect is a visual phenomenon seen in rear-projection televisions. lt is described by viewers as the appearance of the texture of the television

screen in front of the image.
41. "Taraspanglish Media Video Project es mediante el video informar a Ja gente
acerca de los derechos y responsabilidades como migrantes, que uno tiene especialrnente en los Estados Unidos en el :irea de California."
42. Hall, "Cultural Identity and Diaspora," 222.
43. Ramirez Berg, Cinema ofSolitude, 77.
44. Ramirez Berg, Cinema of So/itude, 77.

59. Tue dance of the KU.rpiti, or CU.rpites, is a very traditional danceof the P'urhepecha community. lt originally comes from San Juan Parangaricutiro, but since the exodus. caused by the eruption of the Paricutin volcano in 1943, it has been performed in

towns such as San Juan Nuevo and Angahucin. This dance has pre-Columbian roots,
which are now mixed with elements of the Catholic religion. According to Joyce M.
Bishop, the dance involves the use of elaborated costumes and 1nasks with "dark velvet
knee britches over white cotton pantaloons," ceremonial sarapes, cloaks, ribbons, and
other elements (Bishop, "Those Who Gather In," 394). KU.rpiti or cUrpite (from the
Tarascan, kUrpinjaa) is a term that in Spanish means those who come together, gather
in, or join in (391).
60. "Extraii.o mucho la danza. Ya quiero ir a bailar otra vez ahi, para que vean que
todavia puedo."
61. Taylor, The Archive and the Repertoire, 18; Boone and Mignolo, Writingwithout
Words, 3-7.

45. Stephen, Transborder Lives.

62. Schiwy, Indianizing Film, 8-9.

46. Stephen, Transborder Lives,

63. Hoesterey, Pastiche and Cultural Men1ory, 29.
64. l)yer, Pastiche, 21.

47. Peluquero: Ya est:i haciendo frio, tverdad?

Cliente: Es muy diferente aqui la temperatura que allci en Mexico. jEst:i cabrOn!
Peluquero: Yo se, yo se.
Cliente: No estoy acostumbrado.
Pcluquero: Si no te n1atan los cholos te vas a n1orir de un resfriado.
tCuleros, no?
Cliente: No n1e gustan por eso. 0 sea, o sea que son mexicanos y a Ja inisrna
vez se aprovechan de uno que no sabe hablar ing!es. Y ya unas veces uno va a Ja
tienda y cornpra una cosa y se la quedan. Por eso no nie gustan.
49. Peliar is a popular form of the verb pelear (to fi.ght) and is used in informal

48.

conversation.
50. "Los paisanos ya que tienen sus papeles se portan tncis culeros." Tue dictionary
ofthe Royal Spanish Academy notes that L·u/ero (asshole) in Mexico means "coward,"
but in Mexican slang the ward refers to a person who injures or harms others.
51. Monsiv8.is, Escenas de pudor y liviandad, 292.
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52. "Una voz de origen prehisp8.nico/ un termino introducido por trabajadores
migratorios chilenos y peruanos/ el primer emperador chichimeca llamado X6lotl,
etcCtera." Monsiväis, Escenas de pudor y liviandad, 291.
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65. Taylor, The Archive and the Repertoire, 20.

[HRPTER 5. PRTROß SRlßT FIESTR UIOEOS
My thanks go to the following pcople from Tan1a and Los Angeles, who generously shared with me their knowledge and analysis oflocal and transnational rnedia
practices: Hern1enegildo and Genaro Rajas Ran1irez, Oscar Rajas Cruz and Jaquelina
Rajas S<inchez, Genoveva Perez Rosas, Romel Ruiz, Illich Ruiz, JesUs Raznün Garcia,
Fernando Aguilar Rojas, and Herlinda lvlartincz. Hermenegildo Rajas read and commented on a Spanish version of this artkle, vvhich 1 discussed with hin1 in order to
strengthen my basiS for an exchange of ideas.
l. Ta1nazulapa1n del Espiritu Santo'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 fiesta dedicated to Santa Rosa de Lima.
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2. Tue "castle" consists of multiple figures arranged on a rack that are ignited in
an elaborate display.
3. Tue term "film" in this chapter mainly refers to recordings on digital video, but
will also be used as an umbrella terrn for analog video and celluloid filn1. "Video"
refers to both analog and digital video.
"Ayuujk ja'ay" (which is used as an ethnonyrn), on the one hand, and "community," on the other, refer to different dimensions and senses of belonging. Jndividuals
identify with the community of Tarna based on their being a cornunero/a, owning
communal land, and complying with obligations such as serving voluntarily as an
official. "Ayuujk" refers to this particular indigenous language and culture, whereby
"being Ayuujk" has been couched in ethnopolitical terms ever since regional lideres
(political stronginen) were able to establish the Distrito Mixe, which in 1938 beca1ne
the only government district of i\1cxico tobe define<l by ethnicity.
4. Video indigena was later appropriated and resignified by the actors involved
with a view toward their O\•,rn political interest in self-determination. As Erica Cusi
Wortharn explains, "Video lndigena [is a] specific rnedia categor[y] that [was] deliberately constructed in institutional settings in the 1990s" (Indigenous Media in Mexico,
9). Tue notion of video indigena has bcen disputed over the years, however, because of
its origin in the Mexican state's patronage and the connotations of "indigena" as an
othering tern1 (Kummels, "Cine Indigena," 271-72).
5. See Cremoux Wanderstok, "Video indigena"; Plascencia Fabila, Gilberto, and
Monteforte, "Cine, video y los pueblos indigenas"; Salazar and C6rdova, "Imperfect
Media"; Snlith, "Mediating Indigenous Identity"; Halkin, "Outside the Indigenous
Lens"; Ramos and Castells-Talens, "Tue Training oflndigenous Videomakers"; Kurnmels, "Cine Indigena"; and VVortharn, "Bet ween the State and Indigenous Autonom7',"
"Mäs alla de la hibridad," and Indigenous A1edia in 1\1exico.
6. Tue ethnographic research in Taina was sparked by my own involvement in its
media sphere as a visual anthropologist and docu1nentary filmmaker. In 1993, when I
spent a day filming T\T Tamix with Manfred Schäfer for a Gerrnan television program,
the collective consisted of Genaro and Hermenegildo Rajas, Vicente AntUncz, Tito
AntUnez NUflez, \.'ictoriano Guilberto Juitrez, Alfonso L6pcz Garcia, Rafael Juirez
Martfnez, Aureliano Martinez Nüflez, and farge PCrcz Ji1nenez. One of the Inembers I
happened to rneet again twenty years later in Berlin came up wilh the idea ofbringing
the unedited films back to Tama. Once 1 had discovered self-designed village genres,
among them the patron saint fiesta videos, l then began this long-term research in
Tama and Los Angeles. My fieldwork up until 2015 included participant investigation
and interview·s with key actors over a total of eighL months in Tan1a and one month in
Los Angeles. See also Kummels, Transborder A1edia Spaces.
7. See, for instance, Macnamara, The 21st Century Media (R)evolution, 80.
8. Quijano, "Coloniality of Power"; Mignolo, Local Histories/Global Designs.
9. Schiwy, Indianizing Film, 40; Kununels, "Cine Indigena," 271.
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10. Tue village's name in the Ayuujk language, Tuuk Neern, is prominently used
in the context of 1nodern mass media, i.e., the internet. Tuuk Neem literally means
"place of one water."
11. 1 set "indigenous" in quotation marks to re1nind readers that the term is problematic. lt unduly homogenizes people according to the historically constructed ethnic category of colonized inhabitants of the Arnericas and elides much more \•aried
self-concepttons that include differences in gender, age, profession, and locality.
12. Due to disputes among its members prior to the Second Cumbre Continental
de Comunicaci6n lndigena de! Abya Yala, CAYUUK has not been operative as an
organization for some time.
13. Floriberto Dfaz identified the following as the five central elements of con1unalidad: (1) a territorial space delimited and defined by possession; (2) a common
history that is passed down orally; (3) a variant of the language af the people (pueblo);
(4) an organization that defines the political, social, civil, economic, and religious;
and (5) a communal system of justice administration. Diaz, "Comunidad y comunalidad," 38.
14. Aquino Moreschi, "La comunalidad como epistemologia de! Sur," 8.
15. Batalla, "EI concepto de indio."
16. The explicitly com1nunity-oriented media makers prefer to self-identify as
comunicadores, not as fi!mmakers or videoastas, 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 socia! ends.
Servindi, Comunicaci6n y comunicadores ind(genas, 11-12.
17. To avoid confusion, I only use the name Video Tamix to refer to the comrnercial media enterprise that Genoveva Perez Rosas and her sons have managed since
2006. Tue TV Tamix collective also called itselfRadio y Video Tamix.
1

18. A Nell-known advocate of the deterrninistk position is Marshall McLuhan.
19. Kuinmels, introduction to Espacios medidticos.
20. The terrn "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.
Roth tern1s have several semantic levels, which refer to the loca] language and the people who speak it or identify as Ayuujk on the basis of a con1mon culture and engage in
service to the com1nunity.
21. Usos y costumbres is a contentlous term, not least because it characterizes a
vital civil-rcligious institution as static "customs." Nurnerous scholars prefer to call
it an "internal normative system" (sistema normativo interno). Neverthe!ess, it is the
term that people in Tania adopted for the most part, equating it with their notion of
comunalidad.
22. Every Tama household has a close relative hving in a satellite community.
So1ne peop!e estin1ate that 50 percent of the municipality's population Jives outside
the hometown.
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23. Tue research term "mediatization" refers to how these "core elements of a ·

35. Moran, "Wedding Video and Its Generation."

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 comn1unities in 1990 based on a
development program implemented by the Oaxacan state. Ojo de Agua Comunicaci6n
is an NGO that split from INI's Transferencia de !vledios Audiovisuales program in
1998. lt 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 theinselves as conununal film-

makers, were Carlos Perez.Rojas, Vicente AntUnez, Yovega1ni Ascona, and Hermenegildo and Genaro Rojas.
26. Recepcibn de bandas, La tradicional Ca!enda (disc 1); Desfile deportivo, Inauguraci6n de la Copa Mixe (disc 2); Programa cultural, Baile de Super T y Los Originales de
Tlahui (disc 3); Audici6n musical, Quema de castillo (disc 4); 2da noche de baile Maike

y Sus Teclados Super Uno, Grupo musical Calenda y Grupo La Sombra (disc 5); Partidos
finales infantil, pasarela, cadetes femenil y varonil, Finales de la Copa·Mixe 2013 (disc
6); Partidos finales de basquet bot muster, juvenil, Jemenit y vcironi/, Finales de la Capa

Mixe 2013 (disc 7); Programa de premiaci6n, 3ra. noche de baile Grupo Siglo XXI (disc

8); and Despedida de bandas (disc 9).
27. Today, authorship is frequenLly indicated by a corporate logo on the videos.
Videographers took this measure to prevent local piracy.
28. Here I sum1narize corresponding state1nents fro1n interviews with JesUs
Ram6n Garcia (Ta1nazulapa1n, August 2012), Öscar Rajas Cruz and Jaquelina Rajas
S<inchez (Tan1azulapam, April and May 2013), and Ro111el Ruiz Perez and Genoveva
Perez Rosas (Tan1azulapam, August and October 2013; and Chuxnab<in, March 2014).
29. Costumbres is the word used in Spanish for the Ayuujk religion. lt refers to
fowl's blood as a central elen1ent of highly con1plex offerings to the forces of nature.
30. Moran, Ihere's No Place Like Horne Video, 61. Although Moran analyzes the
home video genre in the culture-specific context of US society, so1ne of bis findings
apply to the transnational village under study here. focusing on home1naking practices as culturally varying practices of uprootedness/rootedness, I detected that video
use of constructing images of "home" (comunidad) Jnay coincide cross-culturally between different societies.
31. One exa1nple of this is a Televisa telenovela from 2012, Un refugio para el amor,
in -...vhich the indigenous Tarahumara protagonist is a housemaid.
32. Kummels, "Negotiating Land Tenure."
33. Videoasta Jaquelina Rojas Sinchez explained, "VVe are autodidacts" ("Samos
como liricos"), liricos being a term used to describe self-taught musicians.

34. A box ranchero resembles a boxing competition but does not adhere to all
the rules of professional boxing. Virtually anyone can participate, although men and
warnen compete separately.
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36. As a pioneer local TV project in an "indigenous" community, TV Tamix has

already received scholarly attention by media anthropologists such as Daniela Cremoux Wanderstok and Erica Cusi Wortharn. Wortham's research mainly covers the
years up to 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 a v·.'ider and diversified media field, which initially adopted mass media independent of the INI and was later coopted as part of video indigena.

37. Genaro and Hermenegildo Rojas, interview with the author, Tamazulaparn,
September 2013. Tue TV Tamix collective filmed the celebrations annual!y in Ta1na's
center and in son1e of its municipal settlements (agencias), and also broadcast the raw
footagc on local TV.
38, The early video indfgena films in Mexico consisted exclusively of docu1nentaries with a political message to demonstrate indigenous peoples' empowerrnent. Al-

though videographers who trained at workshops in thls communal 1nedia sphere were
encouraged to develop their own "indigenous" visual ideas, their documentaries initially en1ulated the "classic" docun1entaries made by Mcxican anthropologists on indigenous peoples. These were the.films regulariy screened at Il\'I and CVI workshops.
39. See also \.Vortham, lndigenous Media in Mexico, 163-64.
40. Ingeniero Fernando S<inchez, interview with the author, Oaxaca City, August
2013.

41. This interweaving ofTama's social, cultural, re!igious, and political life with
migration to the United States is comparable in 1nany ways to the situations that Lynn
Stephen, in Transborder Lives, describes for Zapotcc communities such as Teotitlän
del Valle. This book expands the analysis oftransborder dyna1nics by taking into account the mutual shaping of social relations and 1nedia and the respective mediatization oflocal life. Dante Cerano ("Purhepechas vistos a traves de] video"), Ulla D. Berg
("Videoculturas itinerantes"), and Lynn Stephen (We Are the Face of Oaxaca) have
pioneered the subject of the mediatization of sodal relationships in the context of
Latin American migration to the United States.
42. I use pseudonyms for Tama villagers living in the United States.
43, Tue group included men and women, married and unmarried. Same had lived

in the United States for more than twenty years and some bad been there for only two
years.
44. V.lhile fiesta videos are not the sole source of information on the village of
origin in the age of cell phones and Facebook. they are nonetheless still important.
Since the introduction of the 1nobile network in Tama in 2011, paisanos/as connect
with residents 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 n1ore easily, making their movements less athletic.

OOTES TU PAGES m-m

211

i
'

46. Francisco, conversation with the author, Los Angeles, February 24, 2014,

20. Halkin, "Outside the Indigenous Lens"; Wortharn, Indigenous Media in Mexico.

47. Rome! Ruiz Perez, interview with the author, Tan1azulapam, March 12, 2013.
48. Diaz, "Comunidad y comunalidad."

21. VVorth and Adair, Through Navajo Eyes; Yli'ortham, Indigenous A1edia in A1exico.
22. Halkin, „Outside the Indigenous Lens," 176.
23. Wortharn, Indigenous Media in Mexico, 206.
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24. For more on this trend of"creating stars" in US documentary films, see Ortner,

1. lt does, however, have a !ist of acknowledgn1ents.

Not Hollywood.

25. \Vortham, Indigenous Media in Mexico, 58.

2. Cana\seisdejulio is often referred to in print as "Canal 6 de Julio" (see, for instance, Mendoza, "Canal 6 de Julia"; and Magallanes-Blanco, The Use of Video, 73).

26. Wortharn, Indigenous Media in Mexico, 69.

Different versions of its logo incorporate the number 6 rather than the word "seis." In

27. Wortharn, Indigenous Media in Mexico, 206.

fi.lms over the last decade in which it refers to itself in print and on-screen, it usually

28. \Vortham, Indigenous Media in Mexico, 217.

writes out its naine as '\:analseisde_iulio," with no capital Jetten; or spaces. l have cho-

29. One might cite Michael Moore's fi!ms as fo!lowing the extreme model, as his

sen to capitalize it here for thc sakc of si111plicity.
3. Couldry and Curran, Contesting Media Power.
4. Downing, Radical Media.
5. Rodriguez, Fissures in the I\1ediascape.

films are synonymous with his name, face, public persona, and reputation.
30. Marcos attemptcd to rename hinlSelf Delegado Zero (Delegate Zero) for the
can1paign, but the name didn't seem to stick. For this reason, l use his more wellknown alias here.

6. On Canalseisdejulio, see Mendoza, "Canal 6 de Julia"; and Magallanes-Blanco,

31. This material was initially featured in a series of Promedios films aboul La Otra

The Use of Video. On Promedios, see Halkin, "Outside the lndigenous Lens"; and

Campafia that are distributed by the Chiapas Media Project. lt was also used in Defosse's film jViva Mexico! (2009), distributed by Terra Nostra Films.

Wortharn, Indigenous Media in Mexico.
7. He graduated fro1n and now teaches at the University Center ofCinematography

32. Due to the transportation difficulties of getting to Atenco as a result of the

Studies (Centro Universitario de Estudios Cinen1atograficos) ofthe National Autono-

blockade and the polke presence, however, he was unable to arrive much before
midday.

mous University of lvlexko (Cniversidad :'.'Jational Aut6no1na de NJexico).
8. Ventura and Viveros are both, in 2017, profcssors of filin at the Autonomous

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

University of Mexico City (Universidad Aut6noma de Ja Ciudad de Mexico). Viveros

34. l'viario Viveros, interview with the author, Mexico City, July 7, 2008.

is also the university's cominunications coordinator.

35. Nicolas Defosse, interview with the author, Mexico City, March 17, 2009.

9. Turner, "Representation, Collaboration and lVlediation"; Ginsburg, "'Fron1 Little
Things, Big Things Grow"'; \Vortharn, Indigenous .Media in Mexico.

36. Fron1 n10St perspectives the lines between these categories are ill-defined and

porous_. Independent journalists were largely covering the campaign because they be-

11. See also the volume that Carlos Mendoza edited for the association's twentieth

lieved in it and saw themselves as activist media. The situation is complicated in Mexico, where the penalty for foreigners demonstrating against the state is tobe expelled

anniversary, Canal 6 de Julia: La guerrilla filmica.
12. i\tfendoza, "Canal 6 de Julio"; 1'-1endoza, "Disputo por Ja pantalla"; 1'-1endoza, La
invenci6n de la verdad, 217-20.

from the country and prevented froin returning for five years. This makes the position
of sympathetic international media producers particularly vulnerable.
37. Niculas Defosse, interview with the author, Mexico City, March 17, 2009.

10. Buddle, "Transistor Resistors," 140.

13. Mendoza, "Canal 6 de Julia," 48.
14. Carlos Mendoza, interview with the author, !vlexico City, July 9, 2007.
15. In this sense, Canalseisdejulio fits into the broad context of independent film
that Sherry B. Ortner describes as having en1erged in the United States in the 1980s
and 1990s. Ortner, Not Hollywood.
16.1'-1endoza, "Canal 6 de Julio."
17. Viveros, "Un trabajo necessario," 65.
18. Halkin, "Outside the Indigenous Lens"; Wortharn, Indigenous 1\1edia in }\1exico.
19. Halkin, "Outside the Indigenous Lens," 162.
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38. Warner, Publics and Counlerpublics, 67.
39. Graeber, Direct Action; Juris, j\jetworking Futures.
40. Khasnabish, 7apatismo beyond Borders.
41. EZLN, "Sixth Declaration of the Lacondan Jungle," June 28, 2005, http://en
lace za pati sta. ezln .org.mx/sd s]-en.
42. Yli'arner, Pu blies and Counterpublics, 118.
43. Tt is notable that in his theorization of publics and counterpublics, Warner is
borrowing fro111 and attempting to redefine Nancy Fraser's conception of what she
calls "subaltern counterpublics." Fraser, "Rethinking thc Public Sphere," 123.
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11)

29. According to these authors, "Tue EZLN's strategy has focused an mobilizing civi\
society. On August 27, 1995, 1,300,000 people participated in a nationwide consultation that was organized by sympathizers of the moven1ent" (La estrategia de! EZLN
se ha enfocado eo la movilizaci6n de la sociedad civil. En una consulta organizada
por los simpatizantes del movimlento a nive! nacional el 27 de agosto de 1995, en Ja
cual participaron l,300,000 persunas). Thc EZLN n1ade the decision not to convert
itself into a political party, instead favoring the creation of an independent organization at the margin ofthe 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 prricticas den1ocr3.cticas basadas en
Ja participaci6n y acci6n directa de Ja 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, tseltal, ch'ol, tojolab'al, junto con la
poblaciOn mestiza en las zonas Al tos, Selva, Norte y Fronteriza de Chiapas que habitan
ejidos, rancherias y 'nuevos poblados' establecidos en tierras que fueron tomadas tras
el levantamiento sobre todo en el primer af10 de Ja rebeli6n." Baronnet, Mora Bayo,
and Stahler-Sholk, introduction to Luchas "muy otras," 22.

los colectivos de producciOn de las mujeres y de los hombres." Baronnet, Mora Bayo,
and Stahler-Sholk, introduction to Luchas "muy otras," 20.
21. Mattiace, Ta See with Two Eyes, 111; Diaz-Polanco, La rebeli6n zapatista, 15.
22. Diaz-Polanco, La rebeli6n zapatista, 16; Mattiace, To See with Two Eyes, llO.
In 1995 the PRI recognized the right of indigenous communities in Oaxaca to govern
according to their usos y costumbres. So1ne in the political sciences have interpreted
this recognition as a strategy of containment, a reaction of the Mexican state in the
face of the Zapatista uprising in neighboring Chiapas (Anaya Mufi.oz, Autonomia indfgena; Goodman, "Voice, Loyalty, Exit or 'Extension'?"). In other words, indigenous

autonomy becomes exemplary of the control of the state: the effective administration
of ditference, now reduced to a local phenomenon without transcendence, incorporated 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 rebeli6n zapatista, 213). Mattiace argues, however, that local and regional autonomy projects are complementary and that effective
local autonomy must create the basis for regional autonomy, particularly given the

14. Baronnet, Mora Bayo, and Stahler-Sholk, introduction to Luchas "muy otras,"

risks of power abuse still present in many communities {To See with Two Eyes, llO).
See also Stephen, iZapata Lives!

15. Shannan lv1attiace explains that demands for self-governance were first artic-

23. For more on the context of the production and distribution of Chiapas Media
Project/Pro1nedios videos, see Ha!kin, "Outside the Indigenous Lens."

21.

ulated in 1975 in the face of the PRI's effort lo administer indigenous peoples in Mexico through the formation of Consejos Supremos and a Consejo Nacional de Pueblos
Indigenas (Mattiace, To See with Two Eyes, 62-65). Hector Diaz-Polanco discusses
the Zapatista demand for autonon1y in light of lhe Mexican state's refusal to truly negotiate any reform. \Vhile indigenous co1n1nunities in Oaxaca have been advocating
primarily for local, municipal autono1ny, the Zapatistas have sought to create regional
autonomous zones. Although the San Andres Ac(ords were never implemented, the
autonomous rebel territories under the protection of the EZLN have imple1nented de
facto autono1nies, which are based on the ideal of open, informed discussion in assemblies and the consensus of everyone in a community or region, or their authorized
representatives (consulta). Diaz-Polanco, La rebeli6n zapatisla, 223-24.
16. Martinez Luna, Comunalidad y desarro//o, 27.
17. Nava Morales, "Comunalidad."
18. See Martfnez Luna, Comunalidad y desarrollo; Nava Morales, "Comunalidad";
Aquino Moreschi, "La comunalidad."
19. "las politicas econ6nücas y culturales de! capital, y a los rezagos hist6ricos de la
colonialidad." Baronnet, Mora Bayo, and Stahler-Sholk, introduction to Luchas "muy
otras," 21.
20. "Las pr<l.cticas indigenas de autonomia poHtica en las diferentes zonas de in-

tluencia zapatista en Chiapas ... generan una reconceptualizaci6n de lo politico que
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24. Roberta Olivares, conversation with the author, Oaxaca, August 2010.
25. The sources included Corrugated Films, lvfal de Ojo TV, Ojo de Agua Comuncaci6n, Canalseisdejulio, Universidad de Ja Tierra, Gringoyo Productions, IndyMedia
Oaxaca, Maria Viveros, Cooper Bates, the Chiapas Media Project in Oaxaca, and Narco 1'.'ews. The filin's numerous still photos are attributed to a lang list of individuals.
26. TI1ere are at least thirty-five activist video shorts about the uprising in circulation 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 lndyMedia and the production collective
discussed by Livia Stone in the previous chapter ofthis volume.
27. Stephen, We Are the Face ofOaxaca, 145-77.
28. Ranciere, Disagreement, 28-30,
29. Tue authoritarian reaction to media occupation speaks to the intimate alliance
between the state a.nd mainstream media in Mexico. See Sinclair, "Tue Globatization
of Latin American Media"; and CantU, Medios y poder.
30, Roberta 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,
nlilitants 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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2da noche de baile Maike ySus Tec/ados Super Uno, Grupo 1nus1cal Calenda y Grupo La Sombra (dlsc 5)
Partidos finales infantil, pasarela, cadetes Jemenit y varonil, Finales de la Copa
Mixe 2013 (disc 6)
Partidos finales de basquet bol master, juvenil,femenil y varonil, Finales de la Copa
}!fixe 2013 (disc 7)
Programa de premiaciJn, Jra. noche de baile Grupo Siglo XXI (disc 8)
Despedida de bandas (disc 9)
Fiestas presidenciales en Merida [Presidential parties in Meridaj. Directed by Enrique
Rosas. Merida, Yucatän, 1906.

Viaje a Yucatdn [Travel to Yucat<in]. Directed by Salvador Toscano. l\.1exico, 1906.

!

Videocarta de Chan Yokdzonot II [Video letter from Chan Yokdzonot II]. Merida, Yucatän: Turix Collective, 2004.

t

jViva Mixico! Directed by Nicolas Defosse. Mexico City: Terra Nostra Films, 2009.

l

voz de su raza, La [7he voice oftheir race]. Directed by Carlos Martinez Arredondo.

t\.1erida, Yucatan, 1914.
XpomolchC. Merida, Yucat<in: Turix Collective, 2003.
Zapatistas: Cr6nica de una rebeli6n [Zapatistas: Chronicle of a rebellion]. Directed

by Victor Marifla and Maria Viveros. Mexico City: La jornada/Cana!scisdejulio,
2004.

Halcones. Directed by Carlos Mendoza. Ivfexico City: Canalseisdejulio, 2006.
historia de Sahcabchin, La [Tue history of Sahcabchen]. Directed by Carlos Rivera

Uicab and Germ<in Poot Cauich. Can1peche, Mcxico, 1998.
Jasaol. Directed by Sergio Chan Tun with lhe Turix Collective. :tv1erida, Yucat:in: Yoochel Kaaj, 2006.
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American cinema, especially indigenous productions in Mexico; Latin American literature and women's literature; and popular culture. She has published
in the online journal Decolonization: Indigeneity, Education & Society, was
cofounder and editor of the online magazine La guagua cultural, and is the
producer of the short films Hidden Gods (2015), The Last Deaths of Joe (2012),
and The Seed (2008). She is also cofounder of Llovizna Viajera, a cultural collective that seeks the creation and promotion of art and nledia productions by
Mexican and Mexican-Canadian artists.

lnGAID HummELS is professor of cultural and social anthropology at the Institute for Latin American Studle.s at the Freie Universität Berlin. She has
conducted long-term ethnographic research in Mexico, Cuba, Peru, and the
United States, focusing on migration, transnational family relations, and
community building, as vvell as media and visual anthropology. She is also
a filmmaker who has codirected several filn1s \'Vith Manfred Schäfer. Among
her publications on the subject of media and visual anthropology are "Cine
Indigena: Video, lv1igration and the Dynamics of Belonging behveen Mexico
and the USA" (2012); "Indigenismos populares y transnacionales en torno a
los tarahumaras de principios de! siglo XX: La concepciOn de Ja modernidad a
partir del deporte, de la fotografia y del eine" (2013); and "Unexpected Memories: Bringing Back Photographs and Films to an Ashaninka Nomatsiguenka
Community of the Peruvian Selva Central" (2015). She is currently preparing
the publication of a book entitled Transborder Media
Ayuujk Videomaking between Mexico and the USA.
ELiAS BAADO Levin ßOJD is research professor at the Universidad Aut6noma
Metropolitana-Xochimilco and founder of La Pirinola A.C. He is a member
of Yoochel Kaaj and coorganizer of the Soft Geographies Regional Film and
Video Festival in Ivierida, Yucatän. He is an independent curator and a specialist in electronic art and video, as well as a journalist, writer, and producer of video and educational programs. He has served as coordinator for the
Multimedia Department at the Sciences and Arts Museum at the Universidad Nacional Aut6noma de Mexico, the Video Department of the Carrillo
Gil Museum of Contemporary Art, and the residents program at the Mexican
Natural Sciences Museunl.

del poder; Perspectivas desde lo andino (2002); and a dossier on the geopolitics
of knowledge in the journal Nepantla: Views from South (2001). Her current
book project, The Open Invitation: Video-Activism, Mexico, and the Politics of
Affect, examines the notion of the political in light of collaborative community media in Mexico and contemporary debates in cultural theory.

LIUIR H. STOßE is an assistant professor of sociocultural anthropology in the
Department of Sociology and Anthropology at Illinois State University. She
received her PhD from Washington University in Saint Louis. Her V.'ork has
been published in the journals Cultural Anthropology and Visual Anthropol"
ogy Review, among other places. Her research focuses on social movements
and media production in Mexico, with a particular interest in the production
and circulation of social documentary film. Her current book project, Filming Atenco: Documentary Film and Social Transformation in Mexico, examines the media production and circulation practices of Atenco activists as a
strugglc not only against neolibe-ral political and econo1nic reforms, but also
against internal impulses of individualism and self-interest.

BYAT WAmmRCH WEB6R is an independent artist and filmmaker, professor
of visual arts and founder of the MediaLAB at the Escuela Superior de Artes
de Yucatän, and a member of the Sistema Nacional de Creadores de ArteFONCA, 2015-2017. He is also the director of the community-based media
arts organization Yoochel Kaaj, founding member ofthe Turix and Tzay Kin
collectives, and founding director (1998) of the Soft Geographies Regional
Filn1 and Video Festival and its related projects. He received his PhD from the
University of Texas at Austin. His audiovisual \V'Orks have been presented in
Canada, Chile, Colombia, Ecuador, Spain, the United States, England, Uruguay, and Mexico. He is currently developing the three-year transdisciplinary
project Aesthetic Translocations of a Post-Contemporary Territory, with support from the National Fund for Culture and the Arts. He Jives and works in
Merida, Yucatan.

FREYR SCHIWY is associate professor of media and cultural studies at the University of California, Riverside. She is author of Indianizing Film: Decolonization, the Andes, and the Question of Technology (2009). She is also coeditor of Digital Media, Cultural Production, and Speculative Capitalism (2011);
(In)disciplinar las ciencias sociales: Geopoliticas del conocimiento y colonidad
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