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ABSTRACT

| denti dad and Mejicani dad exam nes cultural identity
and dance through the I ens of “owners,” “borrowers,” and
“renters.” | exam ne how non-professional participants of
t hese dance forns are beacons for cultural expression and
serve to explore the fringe of the sense of cultural know ng
t hrough Mexi can Fol kl 6rico, Azteca, and Fl anenco dance.
Thr ough these dance fornms | interrogate how cul tural
identity frames questions of authenticity and identity.

Omnership of cultural identity and issues of
authenticity are a source of ire for many underrepresented
groups of people. Miintaining who is “in control” of a
cul tural expressions’ evolution is a common dispute. The
| egacy of col oni zati on brought many owners, borrowers, and

renters as practitioners of identity. These practitioners
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t hen becone representative of the perceived fluid Mejicano
identity, not only by outsiders, but by Mejicanos as well.
Looking at the sumof the cultural dance parts of what
is a Mejicano--Fol kl 6rico, Azteca, and Fl amenco--creates an
inconpl ete definition of what is a Mgjicano. Mjicano
cultural identity is deeper than the sumof its parts; it is
an exponential growth that |eads to a new hybrid of Mejicano
identity. | argue this growth takes the owners, borrowers,
and renters and places themat the head of identity
evol ution. The depth of influence that dance has on
identity is conparable to how nuch consuners of culture
think dance is relevant to our personal experiences. The
integration of dance and its source material plays an
insidious role on cultural devel opnment. The introduction of
wi dely accepted cultural icons introduced by innocuous pop
cul ture begins the formation of the adoption of cultural
identity. This adoption presents the delineation of active
“borrowi ng” or how cultural identity is awarded to us by
birthright. In turn the award of this birthright represents
an “ownership.” The “ownership” given by birthright is how

we cone to “own” cultural identity.
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| NTRODUCTI ON

The expression of tradition through dance exists in al
soci eties. Fromcultural dance of ballet in the courts of
Louis XIV to the expression of Butoh, Bharata Natyam and
New Mexi can puebl o dances, people strive to be performative
in their relative hem spheres (Kealinohonoku, 545). The
sharing of cultural dance forns |leads to a
different type of cultural understanding. |In this essay, |
del i neat e Mexi can Fol kl 6rico, Azteca, and Fl amenco dance and
how t hese dance fornms contribute to the identity of a
Mexi can through the | ens of an owner, borrower, and renter.

| cane to these terns through ny own experiences in
dance. | began to study Mexican Fol kl 6ri co dance at the
University of California, Santa Cruz in the Fall of 1995.
transferred into UCSC and read about the Mexican Fol kl 6rico
dance group Los Mejicas in the orientation literature. A
nei ghbor in the apartnments | lived in was a partici pant of
the group and took ne to ny first rehearsal. | harbored a
deep sentinentality and secret desire fromwhen | was a
young girl to perform Mexi can Fol kl érico dance. M parents
did not want to spend famly resources on dance, so when the
opportunity to dance Mexi can Fol kl érico presented itself, |
eagerly took it. | integrated with the group i mediately
and continued dancing with themfor five years, including
two years after | graduated from UCSC.

My joining of Los Mejicas coincided with my personal

political awakening and | was equally drawn to MEChA



(Movi m ento Estudiantil Chicanos de Aztl &4&n) and Los Meji cas.
| viewed ny participation in Los Mejicas as an enbodi ed
practice of ny politics. | becane director of the group in
my final year at UCSC and felt fully entrenched in ny
enbodi ed i deol ogical practice. | had plans to continue this
path with Aztec dance. | wanted to explore all facets of
Mej i cani dad t hrough dance and ny body. By Mejicanidad |
mean an exploration of Mexicaness, how it manifests in
cultural capital and it’s enbodi nent and performance.
Al though it was 1998, | knew that performance inforned
sonet hi ng about how !l felt as a Mexican in the United
States, | just did not have the | anguage to express it yet.

| noved to Al buquerque in Septenber of 2000 and began
to dance with Kal puli Ehecatl®, led by Patricio “Paz”
Zanora. | met Paz at a Mexican Fol kl 6rico conference, ANG-
(Asoci aci 6n Naci onal de Grupos Fol kl 6ricos) in Kansas City
in the sunmer of 1997. At the tinme | had no aspirations of
nmovi ng to Al buquerque, however when | net Paz at his hone in
Al buquerque in the sumer of 2000 on a prelimnary visit to
explore the viability of noving to New Méxi co, we recognized
each other fromthe conference years before. | deened it as
nore than coi nci dence and decided that | needed to dance
with his group. M decision to dance Azteca was rooted in

t he sane sense of entitlenent that | was enbodyi ng ny

' Kal puli means community. Ehecatl nmeans Wnd. Both words are Nahuatl
words. Throughout this essay, footnotes will be utilized to clarify,
translate or define key terns. Citations to secondary literatures wll
be cited parenthetically, and a full literature review appends this
essay.



culture in order to better performmy Mejicani dad.
believed that if | continued to practice this utopia of
cultural identity through dance that | would be able to feel
an idealized state of Mejicanidad (Dolan, 19). | did not
know what that |ooked like, but | believed it existed and
that | could attain it.

| did not think nmuch of ny position in dancing the
cul tural dances of Mexican Fol kl 6rico or Aztec dance until
began to take classes in Flanmenco. Flanmenco was the first
time | ever had to pay for a class. M previous dance
training apart from conferences and speci al workshops had
been free of charge. | only paid for practice accessories
and for ny dance shoes. M first Flanmenco class was in the
spring senmester of 2004 with Marisol Enciiias at the
Uni versity of New Mexico and shortly after that is when the
articulation of owner, borrower, and renter began to take
shape.
Real i zati on of ny Omner/Borrower Status

It was not clear to nme when | began nmy Fl amenco study
that it was sonmething in which I would invest ny
scholarship. | was interested in exploring other dance
forms and chose to dance Fl anenco | argely because | found
nmyself in Al buquerque and so nmany people | knew who had gone
t hrough the academ c program encouraged nme to not |let the
opportunity of studying Fl anenco pass nme by. A driving
reason as to why | decided to take a class in it was |

t hought that, as a Mexican deeply rooted in all aspects of



Mexi can dance, | needed to further exam ne the connection to
coloni zation that | studied froma colonizers’ dance
perspective. M initial thoughts were that, because
Fl amenco originated in Spain and there was evidence of its
i nfluence in Mexican Fol kl 6rico, that it was the precursor
to Mexi can dance (Najera-Ranirez, Dan.Acr.Bor. 281). Upon
further inquiry | realized the role of Gtano' s in the
devel opment of Flanmenco. |In Marisol’s class, I, like so
many people before nme, becane drawn to Flanenco in a
vi sceral manner and began to study it with nore earnest.

| submtted a work-study application to work the annual
Fl amenco Festival held in Al buquerque in 2004 and |listed ny
st age experience in produci ng Mexi can Fol kl éri co dance
shows, as well as not-for-profit concerts. A few weeks
| ater, | received a phone call from Eva Enci fii as- Sandoval ,
the director of the Festival and head of the Flanenco
program at the University of New Mexico. She called to
offer me the job as the stage nmanager for the Festival and
I, with a severe |ack of adequate know edge of what | was
really getting nyself into, agreed.

Wen | first met the Gtanos®?, in the sumrer of 2004, |
al so nmet Manuel a Carrasco’. It was upon neeting her misicos’

when | realized how deeply I was out of ny | eague as a

? Gtanos is the Spanish word for Gypsy. It is also the name that the
Roma use to identify thenmselves in Spain. It is the word the Romani
people in Spain use to refer to thensel ves.

° Manuel a Carrasco is considered a premer Flamenco performer. She is
froma prominent Ronma family in Sevilla.

4

musi ci ans



dancer and student. | was now the outsider. It was not ny
right to study Flanenco, but ny privilege. Al though I could
make the col oni zati on argunment that connected ne to Spain,

it did not necessarily connect ne to the art form |et alone
to Gtanos, who are the predom nant producers of Fl anenco
(Leblon, 73). | had to recognize that this culture did not
belong to me. There was a whol e extensive history with a
peopl e that have a | anguage, a flag, and a culture that has
very little to do wth nme, a Chicana fromLos Angeles with
deep-seated roots in Guadal aj ar a.

Al though there are quite a fewsimlarities in Mexican
and Gtano culture stemmng fromsimlar notions of famly
and religion, we are still two cultures separated by a | arge
ocean. For the first time in ny dance career, | had to
negoti ate the space I was taking up in dance class. Through
that negotiation is how !l cane to the ideas of the owner
borrower, and renter. | needed to articulate the
negotiation that | felt and give | anguage to what ny fellow
dancers al so experienced.

In Flamenco, | saw for the first tinme how nuch ny
privileged positioning played a role in how | had not seen
t he i ndi genous groups that have kept Azteca dance as a
vi brant dance form | was not an owner and found nyself
guestioning ny status. | decided | was a renter of Flanmenco
because | paid for class, and that | was a borrower of
Azt eca because | did not pay for the dance know edge, but |

am not an owner, neaning | amnot of direct indigenous



descent and ny famly has no connection wth indi genous
practices in México. |In terns of Mexican Folklo6rico | was
open to being an owner, but that nore than likely | was
really a borrower to ny Mexican brethren, due to ny being
born out si de Meéxico, the country of ownership
Before | unpack the ternms of owner, borrower, and
renter I will, inthe first section, lay out a detailed
hi story of Mexican Fol kl 6ri co, Azteca, and Fl amenco as dance
fornms in the United States. Wthin this section, | wll
di scuss where these dance forns intersected with the |arger
i dea of Mejicanidad, especially howit manifested itself in
t he Chicano novenent (Najera-Ramirez, Dan.Acr.Bor., 282).
In the second section | unpack further the notions of
owner, borrower, and renter and how | use themin ny
di scourse not only as categories, but also as polemcs in
cultural identity as it relates to dance. M hope is that
the presentation of Mejicanidad through the |Iens of dance
wi |l present the connections necessary to begin a
conversation on the tangi ble ways that cultural dance forns
contribute to the performance of cultural identity and help
informand structure cultural identity. This transm ssion
not only occurs w thin honbgenous groups but across cultures

as wel | .



Section One: Hi story of Dance Forns
Mexi can Fol kl 6ri co Dance

Mexi can Fol kl 6ri co dance is an extensive art that took
a nore organized formin the 1960's with the advent of
Amal i a Hernandez and her conpany, the Ballet Fol kl 6rico de
Mexi co. Prior to the establishnent of Hernandez’'s nati onal
dance group, this dance formwas perfornmed throughout the
country in a w de range of nmethods. Sone states perforned
their dances in private parties others in the public square,
and even others did not have an established style of Mexican
Fol kl 6ri co dance (Hutchinson, 215). A dance and region that
t akes up the Eastern coast of México which includes the
states of Tabasco and Veracruz is called Jarocho. The
regi on of Jarocho has the distinction of being the place of
first contact for México with Spain. Son Jarocho is a style
of nusic that is an amal gamati on of indigenous (nostly
Huast eca®), Spanish, and African rhythns. This style of
musi ¢ and dance is very popul ar throughout the Mexican
states and is a popul ar representati on of Eastern MeXi co.
How this style of dance and nusic is performed is of
particul ar i nportance because of its stature in Mexican

Fol kl ore tradition. Next to the state of Jalisco and its

°® Huasteca is the large indigenous group that lives in the states of San

Luis Potosi, Veracruz, and Hi dalgo. Huasteca is a common termfor the
musi ¢ of that region, simlar to Jarocho nusic.



mari achis, charros, and wonen in large skirts, it is
arguably the second nost popul ar representation of Mxi co.

| concentrate ny analysis on Mexican Fol kl érico on
Anita Gonzal ez’ s Jarocho Soul. She depicts how Jarocho
i mges take on a different neaning for those who perform
them as opposed to the casual observer. These depictions
shift according to circunstance:

Because Jarocho is a major identifying synbol of the

region, Veracruz artists incorporate aspects of Jarocho

myt hos into performance works, |acing regional Jarocho
notifs through dances and theatrical representations.

To sonme degree, the Jarocho nusician or dancer is the

i deal manifestation of nestizaje, and, as such, an

i conographic palette for perforned identity. (69)
Dependi ng on the | ocale of the performance, whether in a
theater, at a party with relatives, an annual | ocal
festival, or whether it be dance or theater, there is
di fferent weight of *“Jarochoness” involved by the perfornmer,
and expected fromthe observer. |f you are observing in the
state of Veracruz, you expect the show to be “nore
authentic” than if you were watching a Jarocho show in
Chi cago.

Gonzal ez al so presents Jarocho as a mi xture or nezcla
of African, Spanish, and Native American ancestry. She not
only describes the physical conbination of these three
different ethnic groups, but also discuses briefly how they

mani f est thensel ves in Jarocho culture. The Mexican



government appears to give |arge precedence to enphasize the
nmezcl a or cohesive blend of these cultures as opposed to
their differences. The Jarocho presented for consunption by
the greater Veracruz public contains this nessage.

Gonzal ez uses the differences between Jarocho as
t heater and Jarocho as dance to display how effectively
identity translates to the public. |In Jarocho dance, the
Mexi can government has supported the university dance and
musi ¢ groups since the 1960's. However, in Jarocho theater,
every six year election of governship in Veracruz affects
funding. The risks that theater takes in terns of
presenting Jarocho identity in a different form refusing to
re-hash the Jarocho i mages that dance has so carefully
constructed, does not sit well wth the audience or with the
governnment. In Jaroco dance, though, the Universidad de
Veracruz’'s dance group has had the sane director since its
inception in 1964 and continues to be in the good graces of
t he governnent due to its constant director, hence the
steady stream of funding.

Thi s discrepancy is a conmon occurrence in the support
of the arts in México. The PRI (Partido Revol ucionario
Institucional) political party that dom nated the Mexican
political scene for over fifty years left a | egacy of static
heads of conmttees. The |evel of paternalismenjoyed
during those years has deep-seated roots, so that a change
inthe ruling political party has had an extrenely difficult

time in unraveling.
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The structure of Gonzal ez’ s argument begins with a
cul tural m xing of Mexican performance. She enphasizes the
di fference between Afro-Mexican and Afro-American cul tural
roots. In Afro-Mxican, you have an encouraged synthesis
that creates sonething new, whereas in the United States
African-American community clings to the individual pieces
of history and expands on their individual contributions.
In the U S., the celebration of Black History Month attenpts
to show how the contributions of Black Americans were
crucial in the formng of the country. In México, to
cel ebrate one ethnic group over another is considered
di vi si ve. Contributions are seen as done per state with
t he absence of ethnic make-up. In the chapter “Roots of
Jarocho,” Gonzél ez di scusses how the costumes and the
nmusi cal structure cane to be and how t hey have been
preserved through active governnment interference and
funding. She concludes with the presentation of traditional
fiestas that encourage the identities presented through
Jarocho dance into the public realm

On the Mexican side of the border, there has been nuch
financial support to keep this type of enbodi ed practice of
identity preserved with limted growth, but in the United
States this practice has taken a different shape. These
dances did not becone popular until the late 1960°s with the
advent of the Chicano novenent. The history of their growh
in the United States differs widely fromthe controlled

patriotism México tried to produce (Hutchinson, 217). The
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Chi cano novenent, simlar to its use of political nessages
in the Teatro Canpesino to pursue unionization of farm

wor kers, used dance as another form of entertai nment for
political means (Acufa, 266). Initially dance was used to
attract crowds to their events with i mages and sounds of a
country that, for many farm workers and day | aborers, felt
far away and so their Mexicaness evol ved into sonething

el se. Once students becane nore involved in the protests in
Los Angel es and through to Texas with La Raza Unida party,
they forned a different type of consci ousness around dance
(Acufna, 271).

Fol kl 6ri co dance was now an outlet of creative and
political expression. After the rise of MEChA a political
organi zation that was rooted in community service in high
school s and universities, various incarnations of Mexican
Fol kl 6rico groups followed. These groups nade a point of
differentiating thenselves fromthe original group based in
Mexico City by Amalia Hernandez by taking the dance form out
of the theater, taking ballet technique out of the dance,
and preceding their group nanmes with the phrase grupo
fol kl 6rico as opposed to ballet folklo6rico. There is a whole
possi bl e di scussion on the political inplications of using
grupo vs. ballet in the Sout hwest where Fol kl 6rico groups
becane preval ent (N4jera-Ramrez, Dan.Acr.Bor., 279). This
conversation was nore dynamc in the 1970s and into the
1980s when fighting over governnment noney for operating

budgets was nore active. 1In the state of California, once
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government funding for dance and theater began to dry up in
the | ate 1980s, these battles over grupo vs. ball et becane
nmoot. Grupo, of course, neans grassroots-oriented where

t hese Mexican cul tural dances canme fromand ballet refers to
the extraction of these dances and placing themon a theater
st age.

Government noney fromthe United States that supported
cultural arts in public schools cane |ater, and ai ded nmany
dance groups until the m d-1980s when public policy towards
“et hni c progranm ng” began to shift and wane in California.
Al t hough the amobunt of Mexi can Fol kl 6rico groups in the
United States grew, recognition from Mexi can Fol kl 6rico
groups formed and based out of Mexico has never been
forthcomng. This lack of acknow edgenent created a shadow
of how Chicanos in the United States feel that their fell ow
Mexi can dancers do not take them seriously, a sentinent
that, unfortunately, is not conpletely without nerit.

Al t hough the anount of governnent spendi ng on dance has
waned in the U S., in Mico it is still quite active and
can be used in a study of how, in Jarocho’s Soul, they
strive to keep dance and culture the sane.

The crux of Gonzal ez’ investigation is how governnent
spendi ng shaped Jarocho identity:

One byproduct of the evolving, post-revolutionary

approach to nationalist art was the energence of

folklore as a means of inculcating into the Mexican

proletariat a sonetinmes- revisionary Mexican history
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and heritage. Folkloric nusic and dance appealed to a
broad sector of the populace and inforned them about
heroic historical deeds, “traditional” |ocal custons,

and revol utionary heroes both real and inmagi ned. (25)
This political agenda that the Mexican governnent actively
takes towards their dance leads to a different product, and
therein lies the conplexity of conparing these different
types of identity that eventually | ead to a Mexican.

There is a great resistance for the acknow edgenent of
Mej i canos that live on the Anerican side of the border once
t hey have had children on that side. This is largely, |
bel i eve, due to how nmuch nationality takes precedence over
ethnicity in México. There is a sense that inside México is
the only tinme and place that you can be Mexican, it doesn’'t
exi st outside the country; the encapsul ati on of Mexican
identity is in these tangible political borders. The
construction of nationalismis also found in Jarocho’ s Sou

as well as in Anderson’s | nmagi ned Communiti es.

| magi ni ng the Community

Anderson, in Imagi ned Comunities, discusses how
national i sm constructed nation-states, then enpires, and how
it then norphed into colonialismbefore finally taking a
turn into the real mof post-colonialism The notion of
taking nationality with you is part of the diasporic journey
that does not adhere to political boundaries when applied to

the Mejicano reality. People nove in and out of borders and
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nati ons constantly. You cannot contain people physically
for very long, so it is no surprise that culture is also
uncont ai nable in one nation. Culture in the form of
nationality spreads is part of the diaspora.

In order to better understand how national identity
forms represent thenselves, | |ook to Anderson to
deconstruct what conprises a nation. Anderson proposes the
guestion, “Wiy are people ready to die for these
i nventions?” (141). People heavily invest in the invention
of cultural identity that Anderson discusses. He gives a
chronol ogi cal explanation of the history of nationalism by
first deconstructing what is a nation:

I n an ant hropol ogi cal spirit, then, | propose the

following definition of the nation: it is an inmagi ned

political comrunity- and inmagi ned as both inherently

limted and sovereign. (5-6)

Ander son then defines his ternms and proposes his thesis:

Finally, it is imagined as a comunity, because,

regardl ess of the actual inequality and exploitation

that may prevail in each, the nation is always

concei ved as a deep horizontal conradeship.(7)
ldentity links to these notions of inmagined communities due
to its conception in the mnd of those that possess it, that
find a way to define it for thenselves, and that eventually
share it with others. This identity construction is simlar
to the imagined community. It is how we put together pieces

that we think define who we are and coalesce it first as an
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i dea, and then potentially as a materialist reality.

Cul tural dance connects to the idea of diasporic identity by
bei ng the physicalization of cultural identity (Najera-

Ram rez, Dan.Acr.Bor., 285). Movenent, attire, nusic, and
other material signifiers capture the intersections of

dance, culture, and national identity. M decision to use
Mexi can Fol kl 6rico, Azteca, and Fl anenco dance as the
conmponents of Mexican identity according to Anderson is ny
contribution to a new i magi ned communi ty--one based on a

recorded historical tineline and dance forns.

Danza Azteca

Azt eca dance has a variety of subgenres and styles that
are still performed both within and outside of MXxico.
According to Patricio “Paz” Zanora, who has spent over
twenty years studying and perform ng Azteca in and around
Al bugquerque, clains there are three different types of
Azt eca dance: Concheros, Danza Cuerrera, and Danza X cana.
Concheros style danza is the general grouping for danza pre-
Conquest. This dance style is the slowest of the three and
the costumng is the |least ostentatious with fewif any
feathers worn or used by the dancers.

Danza CGuerrera is the nost popular style in MXico.
The dancers that have kept this tradition of danza alive are
Danzantes de Tradicion, or traditional Azteca dancers.
These are dancers whose whole famly |lineage is devoted to

mai ntaining the tradition of Azteca dance. They not only
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dance, but also create costunes, nmake druns, collect and
trade feathers, in short anything and everything that
mai nt ai ns Azteca dance tradition. This is the style after
whi ch Kal puli Ehecat|l nodeled itself. It is a spinoff from
a larger group from México City, Kalpuli Unidn y Conquista’.
Danza Xicana is a dance formthat started after Azteca
cane to the United States. The nost common hel d story of
how Azteca canme to the United States is through the
i ndefatigable efforts of Florencio Yescas, en paz descanse’
(Huerta, 8). According to Paz, Florencio becane inspired by
t he Chicano novenent in the late 1960s, and in 1971 brought
a couple of Azteca dancers through El Paso and to
Al buquerque with the idea of starting Azteca groups in the
Sout hwest. Paz met these first danzantes® at Garcia's
Restaurant in O d Town Al buquerque and invited themto his
brother’s honme since they had no place to stay and Fl orencio
had left to G udad Juarez to help bring in a couple of nore
danzantes having difficulties crossing the border into E
Paso. Florencio had the idea of starting Azteca dance
groups in the Southwest, |eaving one of his chosen danzantes
from México in charge while he would nove on to another town

to start another group. Florencio would then tour through

® Unite and Conquer
" May he rest in peace. It is customary to say en paz descanse after
referring to Florencio Yescas as a sign of utnmpost respect for the

founder of Azteca in the US. | will not wite it every tine his nane
cones up, but it isinplicit each time his name is witten or spoken

® dancers
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Mexi co and through the United States periodically to check
on the progress of the Azteca dance groups.

He was successful in establishing Azteca dance groups
in the Southwest. Florencio enulated some of the traditions
of how groups are created from Mexico to the United States
(Huerta, 9). The creation of Azteca dance groups in MXico
is a highly structured and systemati zed practice. After
Florencio’s death in the early 1980s there was no | onger the
presence of one person | ooking over the groups in the United
States. Consequently, groups began to spring up throughout
t he Sout hwest and in other parts of the United States as the
needs of the community changed. This new branchi ng of
groups is the start of what Paz and ot her danzantes refer to
Danza Xi cana.

The main difference between Danza Guerrera and Danza
Xicana is location. GQuerrera is based in México and Xi cana
is based in the United States. Stylistically, there are few
differences. Both groups are quick-paced with |avish and
bri ght costunes usually adorned with colorful feathers from
various macaws. Danza Cuerrera is nore in line with
Cat holic Church practices and Danza Xi cana usual ly sidesteps
Church practices and tries to recreate a link with Mexica’
tradition. It is expected that Danza CGuerrera groups foster
alink to a group or groups in México, usually displayed by

havi ng menbers travel to Mexico at |east once a year, if not

° The name the Aztecs use to refer to thenselves. It is also the origin
of where México gets its nane.
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nore often. Danza Xi cana groups do not have this
responsibility.

Azt eca dance has altered its presentation in an attenpt
to find a place in post-colonialist Mxico, finding a
| asting resurrection within United States popul ar cul ture.
The Chi cano novenent of the 1960s set the stage. The
student denonstrations of Tlatelolco in 1968 and the
di scovery of Azteca ruins in the México City subway system
in 1967 lay claimfor Azteca to cone to the United States
(Meyer & Sherman, 667). In the world of post-colonialismand
post - NAFTA, whi ch many consi der neo-colonialist |egislation
(Harvey, 159), identity winds tightly through dance.
Because of this “closeness,” dance as an expression of
identity mani fests a hotbed of conplexity and controversy.

The schol arship on Mexi can Fol kl 6ri co and especially
Azteca is grossly inconsistent. | draw nost of ny
information on Azteca fromny personal interactions with the
art formboth in the United States as a nenber of Kal pul
Ehecat| under the direction of Paz and from ny experiences
dancing in México. Elisa Diana Huerta and Maria Teresa
Cesefla in Dancing Across Borders have hel ped ne
contextualize how to view Azteca in the grander schene of
identity and cultural politics. Huerta and Cesefia attenpt to
| ocate Danza Azteca as a formof cultural expression within
t he Chicano community in California. | attenpt to locate it
in a nore nuanced type of argunent that views how not only

how race and ethnicity play out in perform ng Azteca, but
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how Azt eca exenplifies the tension between owners and

borrowers.

FI amenco

Fl amenco history in the United States is a difficult
history to pin dowmn. Flanenco's history in Spainis still
in debate, too. Scholars do generally agree that Flanmenco
began as a dance formthat canme to fruition in Spain during
approximately two hundred years ago (G sneros-Kostic, 139 &
Leblon, 66). There is debate as to how nuch influence the
G tanos or Roma' peopl e have had on the devel opnent of
Fl anenco. Most flamencol ogos™ and Fl amenco historians are
split as to where they believe the origin of Flanenco to be.
The two canps are those that see Flanenco as a strictly
Spani sh art formthat belongs to the region of Andal usia.
The second point of view sees the roots of Flanenco as
comng with the Roma when they mgrated to Spain and it was
a conbination of place and timng that created Fl anenco, but
that the Gtano influence was crucial for its devel opnment.
Bot h of these points of view mark the begi nning of Flanmenco
as when Fl anenco cante originated, and |ater the integration
of Flamenco dance. The fl anmencdl ogos W1 | i am Washabaugh,
José Bl as Vega, and Manuel Rios Ruiz invest in the idea that

Fl amenco is an Andalusian art formthat G tanos happen to be

10
I

use Gtano to refer specifically to the Gypsies in Spain and Roma to
refer to the greater Ronani people.

11

Fl amencol ogi sts or Fl amenco connoi sseurs
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successful at performng, but their contribution is not
considered central to the art form |, along with Bernard
Lebl on, Rosamaria C sneros-Kostic, Getchen WIlians, and
Donn Pohren agree with the second point of view that
Fl amenco was introduced to Spain from Gtanos and their
contribution has been vital to the devel opment of Fl anenco.
M chel l e Heffner Hayes’s recently published book,
FIl amenco: Conflicting H stories of the Dance illum nates a
bit how Fl anenco | eft Spain and began it’s popul arization
el sewhere. She nentions that Flanenco began to spread
outside of Spain during the Franco regine in the 1940s. She
points to a resurgence of Flanenco due to the attention from
Hol  ywood in the formof filns that feature Flanenco
artists, throughout the 1950s (Heffner Hayes, 40). She
further describes how “flamenco puro” is under the threat of
cultural appropriation, a topic | unpack further in ny

di scussi on of renters.
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Section Two: Omers, Borrowers, and Renters

The drama of authenticity in dance has nultiple facets
mai nly because of the personal investnment in topics of
authenticity and identity. In order to parse out the various
clainms perforners have towards cultural dance, | denote
owners, borrowers, and renters. Owners are the originators
of cultural identity, which in dance are the definers of
culture. Borrowers are not originators of the cultural
identity they study, but learn the culture through the
generosity of an owner or a nore experienced borrower. The
renter is not an originator of the cultural identity they
study either, but they pay for class in order to becone
versed in the art form They obtain their know edge by
purchasing it, usually fromborrowers or other renters, but

occasionally from owners.

Owner s

The group of dancers | consider owners are those
menbers of the cultural group whose dance is perforned.
Bl ood or birth typifies this cultural application. For
exanple, my nother is Mexican because she was born in a tiny
town called Atotonilco el Alto in the state of Jalisco.
However, she has not lived there or in any other part of
Mexico for over thirty years. Yet, in ny nodel, she would
still be considered an owner of Mejicanidad. At any nonent,
if she so desired, by referencing the circunmstances of her

birth and heritage, she could pull her “ownership card” and
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speak with ready authority about Mexican dance, even though
ny not her has never studi ed Mexican Fol kl 6rico. Speaking
from her place of know ng and brandi shing her “ownership
card,” renters would ook to her to be the definitive
authority and possess “inside” information of which they are
not privy. M nother’s sense of authority comes strictly
frombeing born and raised in a particul ar geographic
| ocation. The idea of birthplace becones crucial with the
attachnment of opinions about cultural ownership (Cesefia,
82).

CGeography plays a large role in the perceptions by
ot her owners. The concept of authenticity exists in how
sonmeone el se exam nes and eval uates credentials. Those on
top of the authenticity chart are deened the owners, the
source of information about a culture. The owners have the
responsi bility of mandating what constitutes as authentic in
that particular culture. There can be self-regulation
within owners, allowing for sone |l eeway in their opinions,
but they are ultimately free to be expressive in the
confines of the culture they “own.” In this way, Indian
peopl e own Kat hakal i, Liverpool owns the Beatles, France
owns ballet. For Mjicanos, Mexican Fol kl 6rico dance is
t heir domain, whether they performit, like it, or know
anyt hi ng about it.

I n Méxi co and Spain, dance critics specific to those
particular art forns are the only ones allowed to wite

publicly about these forms. Everything else is considered
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uneducated opinions. Critics fromeach formdevote their
lives to the study of history and trends in Flanenco and in
Mexi can Fol kl 6ri co dance as well and are sought after for
opinions in the press. Flanmencdl ogos such as Pohren, Bl as
Vega, and Lebl on can comment freely about Flanmenco in Spain
and may go further to publish books, which all of the above
fl amencdl ogos have. These nen take the place of owners in
the dance formand critique Flanmenco performances for the

| arger publi c.

Borrowers

Borrowers are those in the periphery of cultural dance
who decide to place it tenporarily on their bodies. Perhaps
they will not borrowit forever, but only until it no | onger
interests them They, of course, have to contend with the
owners, especially if borrowers harbor any sentinents of
some day wanting to becone integrated in the conmmunity from
which they borrow. This integration can nmean the ability to
speak fromthe chair of knowing. Credibility is measured by
how high you sit in that chair of knowing. Credibility is
crucial in establishing rapport around cul tural studies.

There are sone that would say, as an American citizen
that | borrow Mexi can Fol kl 6rico dance. Although both of ny
parents are born in México, | was born in the United States.
When | first began to dance Mexi can Fol kl 6rico, | did not
concern nyself with my geographical place of birth, though

owners pointed out ny birthplace to ne. Mxican citizens
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guestioned nmy attachment to their dance form (Cesefia, 87).
Where one is born and fromwhere they hold citizenship is a
detail that is not overl ooked by | ooky-lo0o0s in the process
of determning who is a borrower, an owner, or a renter, or
j ust soneone that is a casual observer.

Borrowng is sonmething that at first was not appealing
to me. Borrowi ng culture sounded too close to cultural
appropriation, an action | did not want to be associ ated
with and sonmething | tend to incessantly critique in others.
It was a sobering noment when | realized nmy own borrower
| eanings, requiring me to give this status nore thought, and
| found a new respectability for nyself as a borrower,
divorcing it fromits cultural vulture” status that | had

originally prescribed to it.

Renters

Then, there is the nore nebulous role of renter. The
mai n di fference between the renter and the borrower is that
t he borrower participates in cultural dance and has the
possibility of being an owner, depending on the
circunstances, and who is doing the observing. A borrower’s
ownership is tenuous and fleeting, depending on who
evaluates it. Borrowers can be possible owners because they
have a context of framework in a biological or cultura

connection that, dependent on the evaluator, is considered

 Culture vulture according to urbandictionary.comis soneone who steals
traits, language and/or fashion from another ethnic or social group in
order to create their own identity.
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ownership or borrowi ng. Although I speak Spanish, am born
of Mexi can parents who spoke no English, and lived in a
house with a steady influence and flux of Mexican nusic and
food and visited México quite often, | amnot a clear-cut
owner of Mexican Fol kl 6ri co dance because | was born in the
U S. This distinction is unfair perhaps, but the lines,
t hough seemingly arbitrary, are drawn sonmewhere, usually by
sel f-desi gnated owners. A point of departure provides a
reference enabling appropriate progress assessnent and
allows us to know where we stand in the cultural process.

A renter exchanges paynent in order to receive
knowl edge of the cultural dance. Renters’ typical access to
the formis through class paynent. Such paynment may be in
the formof instructional classes, videos, or literature.
Per haps the nost popul ar rented dance formis ballet. It
grew out of the French courts during the tinme of Louis XV
(Cohen, 16). The majority of Americans engaged in Ballet
rent. It is a cultural dance from France and nost
Anmericans’ only exposure to it is participating in the art
form through purchasing classes. Although, in France, if
sonmeone would like to study Ballet, the chances are
extrenely high that they would have to pay for classes as
wel |, but since Ballet came out of France, there is an
underlying belief that sonehow the French have license to it
and therefore own it.

Attenpts at different Ballet styles have energed and

taken inmportant places in dance as in, nost fanously, the
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Bal | et Russes and Bal anchine’'s attenpts to create an
American Ballet tradition through the Anerican Ball et
Theater. However, the |anguage and origin of Ballet
continues to be predom nantly French, regardl ess of where in
the world you study.

The nonetary val ue placed on classes is not necessarily
the defining factor as to whether or not a dance formis
owned, borrowed, or rented. Renters typically pay for their
cl asses, and usually come to the art formin a haphazard
way, and the paid class is their only link to the cultural
art form As stated in Maira’s article, “Belly Dancing,”
peopl e who choose to performin a cultural art formis often
attracted to it for interpretive reasons:

Sonme of the women | spoke to had begun studying belly

danci ng before 2001, and all of them said that they

were drawn to it primarily as a dance form or because
of the spiritual, communal, or fem nine qualities they

associated with it. (327)

In her article, she discusses how common it is for Anglo
wonen to take classes in and perform M ddl e Eastern dance.
Many of these wonen dance for fitness and for fenmale
enpowerment. The intent of why renters dance cul tural dance
fornms is an inportant notivational factor that may becone a
poi nt of contention between owners and renters.

The di al ogue between a vanguard style of dance and its
newer dancers is further conplicated by how renters use this

new style. The representation of these new styles is
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central to the notion of dance as identity. This notion
affects all types of cultures, such as in Kathakali. It is
not only inportant to those practicing it in the state of
Kerala, but it is also seen as a representation of identity
of the state of India. Aztec dance can be a binding force
not only for those Aztecs that still live and survive in
post-col onial Mexico, but it also can be an internediary
wi th ot her indigenous cultures across the border (Ceseiia,
92). In addition, it attenpts to unite Chicanos and
Mej i canos. The Danza Guerrera danzantes and Danza X cana
danzantes that devel oped on the American side of the border
are in the mdst of a continuing dial ogue through dance that
attenpts to build bridges with two groups |ong divided by a
conpl ex political and social border. The goals of these
cultural performances are to preserve a cultural heritage
and to establish their relevance and validity in the current
worl d order. (Shea Murphy, 198)

The purpose of each dance varies with the venue. The
di fferent venues of cultural dance can be in conmunity
centers, as well as common public spaces such as parks and
stage productions. |In nounted stage productions, the
conplexities of cultural dance with dancers that are not of
that culture begin to show how fragile this relationship can

be.

Authenticity, Hybridity, and Col oni zati on
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When the creators of culture alter ritual, does
authenticity as commodity deval ue? When you are a hybrid
and col oni zed people with a variety of influences, at what
poi nt can you cease claimng owership? | amnot a Gtana,
| grew up with Mexican Fol kl 6rico dance. In addition the
rhythm c and novenent patterns in Flanenco are simlar to
patterns that appear significantly in the regional nusic of
Veracruz, the location of first contact between Spain and
Mexi co. Evidence of this is the six rhythm patterns of
Jarocho nusic. Because of this connection is it appropriate
to claimFlanmenco as a heritage culture? O do | have to
have a stronger connection with Gtano culture before | can
do that, and, if so, how nuch is enough? Wo decides
whet her or not | have sufficient remants of a G tano
culture in order to claimFlamenco as a heritage cul ture?

In order to best prepare for tackling such a
difficult subject as cultural dance identity, | |ooked
towards the schol arship of Jacqueline Shea Murphy. In The
Peopl e Have Never Stopped Danci ng, Shea Murphy brings a rich
hi storical background to try and place Native Anerican dance
in the historical context to their political reality. Shea
Mur phy’ s attenpt to bring contextualization to the forefront
is astep in the right direction to clear up the identity
nmuddi ness endenmic in the questions | posed. Beginning with
the information of another facet of history, in light of the
political and social ramfications of what coul d be

consi dered as benign a subject as the trajectory of Mdern
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dance, Murphy enlightens the discourse by giving an
effective outline of how to tackle an ethnographic history
of an oppressed peopl es’ dance expression. In order to
better contextualize the |inks between identity and

nationalisml | ook again towards Anderson

Anderson’s Connection of ldentity to Nationalism

Identity is interwoven in the political agendas of many
nati ons ennmeshing its citizens in a variety of
internalizations with many manifestations. Anderson al so
proposes that nationalismarose after the effects of the
popul arity of the vernacul ar | anguages and the decline of
ol der and austere | anguages such as Latin (Anderson, 13).
Furthernore, the decline of nonarchical societies with the
el ection of governnents and the explosion of “print-
capitalisni created the conditions for nationalismto rise.

Wth the expansion of vernacul ar | anguages, | anguages
spoken by the majority of people in a location in order to
conmuni cate and do business, the printed word begins to have
nore prom nence and inportance. After colonization, which
Ander son addresses in much nore detail later in his book, is
where the power dynam cs of which | anguages survive and how
survival takes place, whether in witten formor if it is
the official |anguage of trade and busi ness delineates which
civilizations are nore successful and achi eve | ongevity.
The expansion of these | anguages initially canme from various

| ocati ons.
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The nonarchical systens aided in the rise of vernacul ar
| anguages; in Turkey and in Russia, Anderson clains that
there existed famlies of spoken | anguages that were simlar
enough to bunch together and have a comon rul er, de-
enphasi zing the inportance of the traditional academ c
| anguages in favor of the |ocal vernacular. An exanple of
the transition fromone world to the next is the formation
of Anmeri ca:

Qut of the Anerican welter canme these imagi ned

realities: nation-states, republican institutions,

common citizenshi ps, popul ar sovereignty, national
flags and anthens, etc., and the liquidation of their
conceptual opposites: dynastic enpires, nonarchi cal
institutions, absolutisns, subjecthoods, inherited
nobilities, serfdons, ghettoes, and so

forth. (Anderson, 81)

These signifiers are used when denoting identity politics,
| at er becom ng the building blocks of cultural ideas by
Chi cano conmunities in practicing Mexican Fol kl 6ri co dance
and Azteca dance within the United States.

Anderson follows a historical materialism calling
attention to key occurrences throughout the world: the
popul arity of the newspaper, or “print-capitalism” the
availability of the printing and purchasi ng of inexpensive
books, and the revolutions of 1776 and 1789 and what he
terns the second wave of nationalismin 1810-1850. He

presents the Industrial Revolution' s effect during the turn
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of the nineteenth century and the Russian Revolution. After
the World Wars, with colonialismfully entrenched, he

expl ains the exanples that bring the history of nationalism
to the present day.

Anderson’s critical voice cones fromthe perspective of
a political scientist. He bases nmuch of the structure of
his argunent on a historical account of world events, but
the Iens he uses is set in a Materialist theoretical
f ramewor k. This framework plays an inportant role to aid
i n the understandi ng of the phenonenon when Mexi can
Fol kl 6ri co dance groups begin to sprout in the United States
in the 1970s.

He takes great pains setting up the world stage for the
onset of colonialismand then spends significant energy
parsi ng out colonialismon a global |evel and di scussing
power dynamics. In his chapter, “Census, Map, Miseunt
(163), he introduces the various fornms that colonial powers
used as a sheath of control over their colonies. Although
he does not specifically address México, his wealth of
exanpl es make assertions that speak to Mexican history. He
rarely di scusses even Latin America, and his sweeping
decl arations of the power of colonialismon the world stage,
does not take into consideration individual cultural issues,
but his groundwork of political inequality through a
nationali st construct is a great springboard for ny

di scussi on of dance as identity.
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Chicanos in the United States tout their Mexican flags
and celebrate Cnco de Mayo perhaps going even farther in
their conmmtnment and invol vement to Mexican culture than
their Mexican resident counterparts living in the US. As
illustrated in Octavio Paz’s Labyrinth of Solitude,
Mej i canos or nore to the point Chicanos on the U S. side of
the border rarely exist to those on the Mexican side. He
di scusses the pachuco™ in the opening chapter of Labyrinth,
a significant stride in the acknow edgenent of the Chicano
exi stence by people on the Mexican side of the border early
on in the novenent. Defining pachuco, a Chicano term by an
est abl i shed Mexi can author was a surprising inclusion in his
book defining Mexican cultural practices. There is great
resi stance for the acknow edgenent of Mejicanos that |ive on
the American side once they have set up famlial units
there, conplete with offspring and nortgages. Admtting
t hat Mejicanos have formed conmmunities in the United States
that hint to setting up roots in the United States is an
unconfortable reality. Nationality takes precedence over
ethnicity in México, as found in Jarocho’s Soul by Gonzal ez.

The idea Mexican identity lives only wi thin Mxico
causes disconfort for some. As a Chicana living in the
United States, this is a difficult concept to accept. It
puts to question the very idea of performativity in a
culture outside of its “natural habitat.” Cultural

expression and identity deeply intertwined, but it is

13

a Chicano zoot-suiter, see also Zoot Suit by Luis Val dez
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i nappropriate to state that the rel ationship of expression
and identity cannot exist outside Mexico (Garcia Canclini,
Hyb. Cul ., 155). The performance of culture happens outside
of the country of origin all the tinme. Many festivals

cel ebrate Japanese history in California, Ethiopian culture
in Washington, D.C., and innunerable C nco de Myo

cel ebrations happen throughout the United States. The
performance of national identity outside the nation of
origin gives space for the questioning and representation of
nationality, questions that probe what does it nmean to be
fromthat nation when you have not visited in decades?

Wi ch country do you show cultural allegiance to, the nation
you live in, or the nation you |learned to wal k in? Wat
does it do for the commnity you live in to continue to
performyour identity of your home nation am dst your

nei ghbors? Do you share it or do you keep it to yourself?

| ntent and Conm t nent

My friend wanted to know how to neasure soneone’s
intent and commitnent level. | do not claimto be able to
do that, but it is clear to me that when placed in
i nconveni ent situations, or when people becone displ eased
with the process, it is easier for individuals who do not
have a deep cultural connection to dance, to sinply wal k
away fromit md-stride, guilt-free. They can exert their
privilege of being able to behave as if they were in a

cafeteria of culture: they can pick and choose what they
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want, and | eave out what they do not (Yudice, 83). To act
upon this privilege has severe consequences and can cause
serious rifts between dancers. It is difficult to express
and form comunity bonds when you feel you cannot trust

t hose you are dancing with, because you feel that at the end
of the day, they will place their own interests ahead of the
interests of the group.

Therefore, those who study cultural dance who are not
of the culture that they are studying should not be
surprised when they are | ooked upon w th apprehension,
suspi ci on, and sonetines contenpt. Respect and trust are
earned, not given, and it is not the role of those in the
culture to work towards making those that are not
confortable. Rather those that have reached outside of
t hensel ves shoul d recogni ze that they will nost |ikely have

an uphill battle for acceptance.

I n Between Cul tures
Physi cal and cultural dislocation characterizes the
daily lives of many, if not nost, of the people of the
world. . . Diasporic cultures rival those of the
homel ands in size and conplexity. (Fusco, 26)
As doers of performance, how many roles can we play during
the project and still be cognizant of where we are in the
schol arship and how our own identities play into our
perceptions? M point of departure is a first generation

Mexi can female that did not begin dancing until college.
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As a Mexican Fol kl 6rico dancer and then | ater an Azteca
dancer, | did not think twi ce about ny legitinmacy of being
in the roomand | earning such dances. | always felt that I
had nore than a right, never needed to ask perm ssion to be
there, or that it mght be inappropriate for me to |l earn
t hese dances. M connection to the art formwas clear to ne
frommy Mexican heritage given to ne by nmy parents.
Therefore, deciding to study Flanenco in a rich Flanmenco
| andscape was an easy step to broaden ny dance repertoire.
However, grounding cross-cultural dance proved nore
difficult in spite of its preval ence.

Cross-cultural performance is comon and becom ng nore
so in this shrinking world. To think, however, that the
world is a seanml ess neld of people comng together to create
beautiful art with the sane intent is grossly naive (Fusco,
15). There is the theory of the nelting pot versus the
salad bowl, with dance com ng out nore |like a nelted sal ad.
Dance becones a conbi nation of blending traditions that fit
seam essly together like a nelting pot and others that wll
not give up their autonony as easily and will maintain their
uni que flavor like in a salad bow, hence the nelted sal ad.

| envision this inmage when studyi ng Fl anenco.

Real i zati on of nmy Omner/Borrower Status
| had to begin with humlity and realize that, no
matter how hard | tried, | was an outsider and | had to

constantly reassess my own personal ego in the process. M
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FIl amenco experience was chal |l enged early by ny invol venent
in the Flamenco Festival. Stage-nmanagi ng the Festival, not
only viewi ng the shows, but also interacting with the

artists, provided nme with the opportunity to experience

humlity on an annual basis. | would never voluntarily tel
the Gtanos that | studied Flanmenco. | could never bring
nyself to tell them and | still do not. GCccasionally the

nmisi cos will ask, and | begrudgingly admt that | take a
class or two. M reluctance derives, in part, fromny fear
they may either ask nme to dance for them (full scale
PANICl), or they will judge ne for being another tourist of
their culture that wants to prance around with a flower on
nmy head. | do not pretend to “know how to dance Fl anenco”
fromjust taking a few classes a week, whilst it has taken
them generations and a lifestyle commtnent to ascertain
t heir know edge of the art form

The first time | perfornmed in front of a Gtano
guitarist, | was so nervous that | alnmpst did not want to
dance anynore. It's one thing to nuffle your way through
and try your hardest with nusicians that are born and bred
in the United States, it is sonmething conpletely different
todo it in front of someone who has never taken Fl anenco
cl asses because he is Flanenco. Malefyt discusses the
negoti ati on of the personal ego in studying Flanenco as an
outsider in his article, "'Inside’ and ‘CQutside Spanish

FI anenco.”
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Mal ef yt’s Encounter with Renting

Mal efyt’s article brings a few key points into sharper
focus. These points primarily include the perspective of
the researcher and the culture on which they base
t hensel ves. They are viewed as outsiders by those
practicing the cultural expression and also fromthensel ves.

| gather information through a performative body
experience via the different dance forns that | learn and |
do not censor ny experience due to a lack of credibility or
ownership. | did not question ny notivations when | studied
Mexi can Fol kl 6ri co and Azteca. Then, | went into the very
established world of Flamenco and ny rol e becane nuddl ed. |
was not able to clearly delineate where ny own cul tura
ownership started and where | was falling prey to a variety
of Flamenco stereotypes that, regardl ess of ny own persona
intent, I was not able to reconcile. Studying Flanmenco has
been very hunbling, simlar to Malefyt’'s experience in the

4

pefia,  and finding where one fits within a culture in order
to contribute critical scholarship to it continues to be
very chall enging, alnost to the point of imobility.

Mal efyt’ s description of the pefia, the sights and
sounds, display a man afraid of crossing a |ine. The pefia
is alocation for the community to gather together and
participate in community events:

| was going deep inside, fromone enclosed setting of

t he peifla salon, to an even nore private inner chanber.

14

a traditional cueva or cave in G anada
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And there, about a dozen people gradually gathered in
the small room roughly fifteen feet square. Wth
short wooden benches all around, we sat up against the
wal | . (Mal efyt, 68)
La pefia is a source not only of nmerrinment but also for
community neetings to take care of funeral arrangenents
Wi thin the comunity and to take care of comunity
governnmental matters. Malefty does not want to give the
i npression of personal ownership of a culture, yet he still
pl aces hinself dead center in the article by speaking at
| ength about how it is through chance and luck that he is
even w tnessing the pefia up close. By giving us this
“insider information,” we are able to begin to | ook
critically at the Flamenco consuned by the general public in
t abl aos.

Tabl aos are intimate performances with sol oi st dancers
and Fl amenco nusicians in a space that accommodat es
approximately fifty people, typically with small tables
encroachi ng onto the dance space. The tablao “Los Gall os”
has been a running tablao since 1966 in Sevilla. 1t is the
prem ere place for flanmenco artists to perform nake a nane
for thenselves, and to try out new productions. It is a
small, intimte space as is the custom of tablaos. The
tablao “Los Gallos” that he presents rem nded nme of ny
tabl ao experience in Madrid, however | still felt that
al t hough the tablao was definitely geared towards a touri st

culture “todavia era flanenco”, it was still Flanenco. The
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replication of flanenco culture across tablaos or pefas
whet her they are in Madrid or Sevilla and captured by an
“outsider” or | would say a renter other than nyself speaks

to Mal efyt’s position reporting on the phenonena.

The Frustrations of a Newy Di scovered Borrower

As | get older, ny Arerican citizenship beconmes nore
significant in ny relationships with people from Mexi co.
Whet her or not | have an Anerican passport nmakes a bigger
di fference at border crossings and with ny famly as a
demarcator that divides famly unity (Fusco, 104). The fact
that | was born outside of México neans that ny Mji canidad
will be in constant question from other Mjicanos. | cannot
be considered an owner, no matter how flaw ess ny Spani sh
is, no matter how many Fol kl 6rico dances | know, there will
always be a limt as to howclose | can get. 1’1l always be
a pocha®™. Even though |I have commenced the application
process to obtain dual citizenship, the question posed in ny
cul tural dance career is still: where was | born? The
question imediately followng is where did | grow up.
Nei t her of those answers has Mexico in it. Therefore, | am
a non- Mexi can, a pocha, a borrower. There will always be an
owner remnding me that | amstill an outsider. However,
there are already contexts where ny alignnent of identity

has a space: in the Azteca dance circle that | am a nenber

' Soneone born in the United State from Mexican parents.
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of in Al buquerque, and in ny participation in A ma Fl amenca,

t he student dance group at the University of New Mexi co.

The Hi erarchy

Owmners and borrowers often place thenselves tacitly
“above” renters in an unspoken hierarchy that structure the
soci al space of cultural dance. This desire of wanting to
be an owner can be consuming getting to the point that the
renter may feel that if ownership is not possible then they
are wasting time in class. |If a renter wshes to continue
inthe art form they have to prove their worth in order to
surpass their renter status.

Renters are sonetinmes viewed with disdain by owners and
borrowers. However, in the argunent of authenticity and of
who is allowed access to the performativity of cultural
dance in the larger part of the world, it is a widely held
belief that paying for instruction in a cultural dance form
is an acceptable nmethod of |earning that particular form of
dance (Maira, 318). But the paradox of whether or not the
renter can interpret the dance form*“correctly,” even if
t hey have invested noney and tine in the dance form does
not keep the exclusion of renters fromparticipating in the
di al ogue of the future of the selected cultural dance form
Ironically, everyone has been an owner, borrower, or renter
at different points, and sonetinmes versions of all three at
the sane time, but the division of each of these categories

in your personal experience can be quite conpl ex.
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| have been at different times and in different
contexts an owner, a borrower, and a renter- as have many
aficionados of cultural dance. | have been an owner and
borrower sinmultaneously with Mexican Fol kl 6rico and Aztec
dance, and have been the renter with an occasi onal borrower
tendency when it cones to Flanmenco. | have considered
nmyself a renter in terns of Ballet, Jazz, Sal sa, and Modern
dance. Although |I have never paid to receive a dance | esson
in Salsa, | still consider nyself a renter because | cane to
t he dance formas an adult and with no previous experience
or know edge in that style of dance and have relied on the
aid of others to help nme in ny stunbles through steps and

timng.

Credential s and Eval uati on

A very close friend who | used to go Sal sa dancing with
was once asked to dance by a young man who | woul d consi der
to be a very good dancer. He had excellent rhythm and
danced in an understated style, no flashy lifts, turns, or
gestures, he just kept the rhythm going and | ed a partner
wel |l across the floor. M friend agreed to dance with him
and about hal fway through the song he asked nmy friend if she
spoke Spani sh, which she did. He spoke very little English,
stating he was originally from Cuba. He asked her if she
was Cari bbean, and she replied she was not. He then asked
agai n, she |l aughed and said no that she was Mexi can. He,

however, was not satisfied with this answer and pressed even
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further and asked her if she was sure. She finally said
that her nother was from Honduras, and he replied that he
knew t hat she had to be from sonmewhere else in Latin Amrerica
because she was such a good dancer there was no way she
could just be Mexican.

My friend, although born in México Gty, grew up and
lived in Chicago fromthe age of eight to twenty-eight. She
grew up exclusively with her Honduran nother and her
nother’s side of the famly, but she has never visited and
her nother has not visited the country since the nother’s
early adulthood. None of this makes any difference to an
owner insistent in finding at | east a borrower’s connection
to the interpretation of dance.

Thi s anecdote denonstrates how easily notions of
aut henticity inform how acutely owners/borrowers | ook at
credentials. This notion of credentials runs deep in
del i neating owners from borrowers. These credentials
i nfluence how seriously a dancer will be taken in a
particul ar dance form (Shea Murphy, 114). The “in” group is
the one that is the nost clearly defined by being
predom nantly made up of owners. The goal of wanting to be
consi dered an owner of a cultural tradition is such that it
even encourages participants to search in their famly
| ineage to suss out a possible connection.

Fam ly |ineage
My mentor and Fl anenco teacher, Marisol Encifias, once

told me that she was practicing her solo for her nusicians
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and in front of the Gtana wife of the guitarist. The wife
was i ntensely observant of her dancing and afterwards told
her that there were parts of her solo that she didn’t I|ike,
but there were other parts that she liked very nuch; that
she felt Marisol enbodied Flanmenco well. The Gtano's wife
t hen asked her about her famly |ineage. Marisol stated
that she was born and raised in New México. The Gtana
pressed further and wanted to know about her nother.

Mari sol stated again, where she was from it was not unti
she adm tted that her great grandnother had em grated from
Spain to New México that the Gtana was satisfied. She said
t hat she knew Mari sol nust have sone Gtana in her, because
that would explain her ability able to interpret Flanenco so
wel | .

Mari sol shrugged off the supposition that she is good
at Flamenco because of a great grandnother. Although she
consi ders herself a Chicana from New México, is it
conpletely up to her to decide what group she bel ongs to?
How rmuch i nput does an owner have in influencing the outcone
of perception? Does the owners’ interpretation of one’s own
dance performance trunp what we may think about ourselves?

Peopl e are so concerned with the preservation and
protection of a culture and that it can turn into
possessi veness. This notion of who is an owner and who is a
renter, who is nore hardcore, who is nore down, and who can
clai msonmething with nore fervor than others is an

antiquated argunment. | think that | have nore of a right to
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it than you do, because | have a great-great grandfather
that is laying claimto that dance form therefore by
extension | can have a legitimate claimto that dance form
as wel | .

The quantification of blood transforned to access is a
polem c topic. Blood quantumin dealing with cultural dance
gi ves a nmuch nore nebul ous (assum ng bl ood quantumis even
preci se) ways to establish connection. Omers, borrowers,
and renters is one way to interpret the conplex structure of
who has the right to what type of dance and who can speak

publicly about where that dance is going.

Concl usi on

The ternms owners, borrowers, and renters seemto create
nore questions than answers and | do not know how
effectively they delineate the argunment of cultural dance
forms and the identities that they perform The
performativity of cultural identity and how it plays out
t hrough dance remai ns a phenonenon that requires further
inquiry. Unpacking the complexity of how cultural dance
forms frame the discussion of how performance affects

identity necessitates nore investigation.
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There is a tendency to shy away fromthe difficult
guestions of how to approach the formation of cultural
identity and the performativity of nationalism A possible
furthering avenue of this research is the application of
citizenship and how it is perfornmed through cultural
mani festations. Nationalismand citizenship as performative
possibilities can hel p answer how these new | enses can
illumnate different aspects of the debate. Al though
Mejicanidad is not reducible to a fornmulaic recipe, there
are aspects that aided ny conclusion in the form of
gui delines for cultural dance.

The many questions that arose fromthis investigation
lead ne to pursue a response for how to best deal with the
occasional ly unconfortable i ssues associated with perform ng
cultural dance. Using ny terns of owners, borrowers, and
renters as a lens, | propose the follow ng guidelines for

dancing cultural dance as a borrower or renter.

Qui delines for Cultural Dance

1. Know why you are doing it. This is not as sinple
as it sounds, as reasons are usually in flux. Many tinmes we
will say it is by accident, | just really like it, and ask
if areason is really necessary. |If you are going to
respectfully study cultural dance forns, then you need to
know why you are there, acknow edgi ng of course, that these

reasons are not set in stone.
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2. Know your limts. No matter how nuch enpathy one
can nuster, thereis alimt as to how nmuch you can “pl ace
yourself in their shoes.” No matter how nuch you feel you
live and breathe the culture, you were not born into it and
you will nore than likely always be seen as an outsider by
sonmeone. That role is not a negative. The feeling and
desire of imtating an owner conmes froma point of privilege
and is a disrespectful goal for anyone studying a cultural
dance form Privilege manifests itself in a variety of
insidious forms and can be an insurnountable barrier if not
constantly negotiated by the dancer.

3. Know your goals. What do you plan to achieve?
Are you looking to validate a part of yourself? Wuld you
accept a |l eadership position in this cultural dance group?
Any time a position of power is introduced, it is the
responsibility of the renter to understand how accepting
such a position would reflect on the group, on thensel ves,
and on the interpretation of themas an artist. To do this
you nmust have a solid understandi ng of your own privilege.
When margi nal i zed groups form organi zati ons, such as dance
groups, use these groups for enpowernent it can be a
hi ndrance if they are run by dancers that are not of that
culture. You can avoid this by not only know ng your own
personal goals, but knowi ng the goals of the organization as
wel | .

4. Do not assune you know anyt hing about a culture

that is not yours. To assune |leads to a slippery slope of
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m sunder st andi ngs, hurt feelings, and potentially volatile
and awkward situations. Humlity of body and spirit is one
of the finer assets when studying cultural dance.

Lastly, your personal ego needs constant reassessnent.
It is a privilege to study cultural dance, especially if you
are studying it from people who are of that culture. No
matter how | ong you invest in a dance form it is paranount
to renmenber that you can choose to wal k away fromthe dance
format any tinme and go on with your life. Those that are
of that culture do not have the sane options as you and, if
they were to choose to walk away fromtheir cultural art
forms, the consequences would be very different than yours.
Therefore, you are not on the sane footing, although you may

very well be on the sane foot.
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Appendi x

Revi ew of Literature

Deci di ng what type of books to use to cover the subject
matter that | ooks at dance as a formof identity was quite
difficult. There is no specific literature on the subject.
| chose references that can be divided in three sections:

cultural politics, identity and nationalismand dance texts.

Cul tural Poltiics

Mexi co Profundo: Una Civilizaci 6n Negada by Cuillerno
Bonfil-Batalla forns the background of how to | ook at what
he argues is an unexanm ned side of México. The profundity
t hat he speaks of is the identities of the forgotten people
of Meéxico. According to the CIA Wrld Factbook, Mxico's
i ndi genous nmake up thirty percent of its popul ation, 33
mllion total. Bonfil-Batalla is a Mexican scholar that has
devoted his studies to furthering the visibility of Mexico's
poor, which largely nmake-up its indigenous popul ation. He
clainms that nodern Mexico has been formed on the backs and
silent suffering of México s extensive indigenous

popul ati on.
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Coco Fusco in English is Broken Here: Notes on Cul tural
Fusion in the Americas fosters inspiration for ny voice on
how t o approach such a conplicated topic as identity when
you are yourself a person of color. Fusco' s fearless
approach to her schol arship constantly hol ds peopl e
accountable for their assunptions. Her style of holding
others to task is what | found extrenely useful in placing
that mrror in front of nme and breaki ng down nmy own
preconcei ved notions about identity.

Hybrid Cultures: Strategies for Entering and Leaving
Modernity by Nestor Garcia Canclini continues Garcia
Canclini’s semnal work in Transform ng Modernity. 1In both
wor ks, there are significant strides simlar to Bonfil-
Batalla of bringing to the forefront the invisibility of the
plight of the indigenous popul ation of México. The roots of
Mexi can dance within Azteca directly relate to the status of
i ndi genous people in México and their status in |arger
Mexi can society. Mich of Fol kl 6rico dances are a
conbi nati on of indigenous, Spanish, and French court dances.

George Yudice’s The Expediency of Culture: Uses of
Culture in the G obal Era continues his research in On Edge.
He explicates how the conmmodification of culture nolds the
gl obal transmi ssion of culture. Garcia-Canclini and Yudice
bot h approach cul tural comodification through a | ens not of
j udgnment, but of how nessages about culture can be
m sconstrued and passed on with blatant disregard for how

they originated. Yudice and Garcia-Canclini are Latin
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Anmeri cani sts who specialize their exam nation of the effects
of globalization on culture with a specific view of Latin

Ameri ca.

| dentity and National i sm

Benedi ct Anderson in Inmagi ned Coomunities fornms the
foundati on of my argunent of the rise of nationalismand how
it becones inportant in societies. Anderson gives extensive
exanples of how identity links to nationality and the notion
of the nation-state capitalizing on people s sentinent and
connection to identity.

Anita Gonzéal ez’s Jarocho’s Soul: Cultural ldentity and
Afro- Mexi can Dance directly di scusses Mexican dance and the
African influence that dance has on Mexican Fol kl 6ri co dance
in the Jarocho regions, which covers the state of Veracruz.
Gonzéal ez’s work provides a rare in depth analysis of a genre
of Mexican Fol kl 6rico through a performative lens that is
not strictly descriptive and anthropological inits
presentation. Jarocho defines a specific type of indigenous
people, nusic, and style of dancing. |Its popularity
bl ossonmed significantly through Aralia Hernandez' s Ball et
Fol kl 6rico de Meéxico repertoire. The counterbal ance that
Jarocho creates with dances fromJalisco, heavy with
mari achi and col orful dresses, differ greatly fromthe
predom nantly white clothes of Jarocho, as well as the

guitars, harp, and harnoni es of Jarocho nusic.
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The Invention of Tradition edited by Hobsbawn and
Ranger covers what many schol ars consider a w de range of
witings simlar to Anderson’s connection with nationality.
Hobsbawn’s work deals with collecting witers that bring
guestions such as why do we do what we do? Wat nakes a
tradition, tradition, and why do we follow it? Wiy do we
stick to it with so nuch fervor? Hobsbawn’s wites in his
| ast chapter about the invented traditions of Europe that
have been repeated throughout the years |eading to the
continued repetition of behavior which turned into
tradition.

Octavio Paz's sem nal work, Labyrinth of Solitude: Life
and Thought in Meéxico, displays the contradictions of what
it isto be a Mejicano in a contenporary society, albeit a
1960s one. Paz captures the conplexities of a Mejicano on
both sides of the border. Hi's approach in establishing the
i ndi genous experience in Mexico is critical to try and bring
a conplete style of dialog between Mejicanos living in
Mexi co and those living in other countries, particularly the
United States. He brings the indigenous side as well as
Spani sh, French, and African in his attenpt to discuss
nmestizaje. Paz's internal dialog to try and deci pher from
where Mejicanidad stens originates in a long and tawdry tale
that goes fromthe pachucos in Los Angeles to the Maya and
t he Zapotec in QCaxaca.

Dynam cs of Fol klore by Barre Tolkien is the

cornerstone of fol klore anthropol ogi cal research. Tolkien's
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approach to the docunmentation of folkloric and

ant hropol ogi cal research takes the storyteller’s experience
to the forefront as opposed to treating it |ike a comodity.
Hi s anal ysis of how to portray people who have not been
witten about favorably or whose individual stories have not
been previously witten has been invaluable to nmy personal

approach in this work.

Dance Texts

Bernard Leblon’s Gypsies and Fl anmenco is nmy main
Fl amenco text. He provides sonme Roma history and is key in
factoring how fl anencdl ogos have hel ped shape the di scourse
of Flamenco and illustrating the tension between G tanos and
Spani ards perform ng Fl anenco. Leblon goes through an
extensive history of |aws against the Roma people in Spain
and how that helped formthe current ghettos of Roma peopl e,
that |ater fostered the growmh of Flanenco. Leblon also
argues for the responsibility of Flanenco s creation on the
uni que Roma cultural traditions while in Spain.

Danci ng Across Borders edited by A ga Najera-Ranirez,
Norma E. Cantl, and Brenda M Ronmero was just released this
year. It is a poignant conpilation that has two articles
fromwhich | was able to base a significant anount of Azteca
dance. “Enbodi ed Recuperations: Performance, |ndigeneity,
and Danza Azteca” by Elisa D ana Huerta and “Creating Agency
and ldentity in Danza Azteca” by Maria Teresa Cesefia hel ped

guide ny fram ng of the argunment of the utilization of
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Azteca in the United States as a ritualistic dance form
That, coupled with ny personal interviews of Patricio
Zanora, the head of Kal puli Ehecatl in Al buquerque, was the
source of Azteca dance history in the United States.

There are a couple of articles in Dancing Across
Borders that served as touchstones for ny conversation with
Mexi can Fol kl 6rico. “Staging Authenticity: Theorizing the
Devel opnent of Mexi can Fol kl érico Dance” by O ga Njjera-
Ramirez is her newest contribution to the field of Mexican
Fol kl 6rico dance. She is one of the few scholars witing in
English on the topic of Mexican Fol kl 6ri co dance. Syndey
Hut chi nson i s anot her author also found in Danci ng Across
Borders. Her article “The Ballet Fol kl 6rico de Mexico and
the Construction of the Mexican Nation through Dance” hel ped
provi de context on Amalia Hernandez group. | supplenent

i nformati on on Hernandez’'s group with Jarocho’s Soul .



54

Bi bl i ogr aphy

Acufia, Rodol fo. Qccupied America: A History of Chicanos. 6"
ed. New York: Pearson, 2007.

Agrasanchez, Jr., Rogelio. Mexican Mywvies in the United
States. A History of the Filns, Theaters, and
Audi ences, 1920-1960. Jefferson: MFarl and & Conpany,
Inc., 2006.

Ander son, Benedict. |Imagined Communities: Reflections on
the Oigin and Spread of Nationalism London: Verso,
1983.

Ausl ander, Philip. Perform ng dam Rock: Gender and
Theatricality in Popular Music. Ann Arbor: The
University of M chigan Press, 2006.

Berger, John. Ways of Seeing. London: British Broadcasting

Cor poration and Pengui n Books, 1972.



55

Bonfil Batalla, Guillernp. México Profundo: Una G vilizacién
Negada. Meéxico, D.F.:Consejo Nacional para |la Cultura
y las Artes, 1990. Print.

Carl son, Marvin. Performance: a Critical Introduction.
London: Routl edge, 1996.

Ci sneros-Kostic, Rosamaria E. “Flanenco and Its G tanos an
| nvestigation of the Paradox of Andalusia: Hi story,
Politics and Dance Art.” MA thesis. University of New
Mexi co, 20009.

Citeroni, Tracy B. and Cervantes-Carson, Alejandro R
“Identity Dance: Negotiating Menbership and the
Contours of a Transnational Conmmunity.” Fredericksbug,
VA: Mary Washi ngton Col | ege, Soci ol ogy Depart nent.
2005. Subm ssion for the 2005 ASA neeting in
Phi | adel phi a.

Cohen, Sel ma Jeanne. “Dance as an Art of Imtation.” Wat is
Dance? Readi ngs in Thought and Criticism Ed. Roger
Copel and and Marshall Cohen. Oxford: Oxford University
Press, 1983. 15-22.

Cowan, Jane K. Dance and the Body Politic in Northern
G eece. Princeton: Princeton University Press, 1990.

De Certeau, Mchel. The Witing of Hi story. Trans. Tom
Conl ey. New York: Colunbia University Press, 1988

Dol an, Jill. Utopia in Performance: Finding Hope at the
Theater. Ann Arbor: The University of M chigan Press,

2005.



56

Franco, Susanne and Nordera, Marina, ed. Dance Di scourses:
Keywords in Dance Research. London: Routledge, 2007.

Fusco, Coco, ed. English is Broken Here: Notes on Cul tural
Fusion in the Anericas. New York: The New Press,
1995.

Garcia Canclini, Néstor. Transform ng Mdernity: Popul ar
Culture in México. Trans. by Lidia Lozano. Austin:

Uni versity of Texas Press, 1993.

---. Hybrid Cultures: Strategies for Entering and Leaving
Modernity. M nneapolis: University of Mnnesota Press,
2005.

G roux, Henry A Against the Terror of Neoliberalism
Politics Beyond the Age of G eed. Boul der: Paradi gm
Publ i shers, 2008.

CGonzéal ez, Anita. Jarocho’s Soul: Cultural ldentity and
Afro- Mexi can Dance. Dallas: University Press of
Anerica, 2004.

Hanna, Judith L., ed. Dance, Sex and Gender: Signs of
I dentity, Dom nance, Defiance, and Desire. Chicago:
Uni versity of Chicago Press, 1988.

Harvey, David. A Brief Hi story of Neoliberalism Oxford:
Uni veristy Press, 2005.

Hayes, M chelle Heffner. Flanenco: Conflicting Hi stories of
t he Dance. Jefferson: MFarland & Conpany Inc.
Publ i shers, 2009.



57

Her shfi el d, Joanne and Maciel, David R eds. Mexico's
C nema: A Century of Filmand Fil mmakers. W/I m ngton:
Schol arly Resources, Inc. 1999.

Hobsbawm Eric and Ranger, Terence, eds. The Invention of
Tradition. Canbridge: University Press, 1983.

Keal i i nohonmoku, Joann. “An Ant hropol ogi st Looks at Ballet as
a Formof Ethnic Dance.” \Wat |Is Dance? Readings in
Thought and Criticism Ed. Roger Copel and and Marshal
Cohen. Oxford: Oxford University Press, 1983. 533-549.

Lebl on, Bernard. Gypsies and Fl anenco: The Energence of the
Art of Flamenco in Andal usia. Trans. Sinéad ni
Shui néar. Hertfordshire: University of Hertfordshire
Press, 1994.

Mai ra, Sunaina. “Belly Dancing: Arab-Face, Oientalist
Fem nism and U S. Enpire.” American Quarterly 60.2
(2008): 317-345.

Mal efyt, Tinothy D. “’Inside’ and ‘Qutside Spanish
Fl amenco: Gender Constructions in Andal usi an Concepts
of Flanmenco Tradition.” Anthropol ogical Quarterly,
71.2 (1998): 63-73.

Manuel , Peter. *“Andal usian, Gypsy, and C ass ldentity in
the Contenporary Flanenco Conpl ex.” Ethnonusi col ogy,
33.1 (1989): 47-65.

Meyer, M chael C., Sherman, WIlliamL., The Course of
Mexi can Hi story. New York: Oxford University Press,
1995.



58

Naj era-Ramrez, O ga. La Fiesta de |os Tastoanes: Critical
Encounters in Mexican Festival Performance.

Al buquer que: University of New Mexico Press, 1997.

---. “Social and Political Dimensions of Folkloérico Dance:
The Binational Dialectic of Residual and Energent
Culture.” Western Fol klore 48.1 (1989):15-32.

Naj era-Ramrez, O ga, Norma E. Cantu, Brenda M Ronero, eds.
Danci ng Across Borders: Danzas y Bail es Mexicanos.
Urbana: University of Illinois Press, 2009.

Paredes, Anerico. “Wth his pistol in his hand”: a Border
Ballad and Its Hero. Austin: University of Texas Press,
1958.

Paz, Cctavio. The Labyrinth of Solitude: Life and Thought in
Mexi co. Trans. by Lysander Kenp. New York: G ove Press,
1961.

Roach, Joseph R Cities of the Dead: GCrcumAtlantic
Performance. New York: Colunbia University Press, 1996.

---. It. Ann Arbor: The University of M chigan Press, 2007

Rodriguez, Sylvia. The Matachines Dance: Ritual Synbolism
and Interethnic Relations in the Upper R o G ande
Val |l ey. University of New Mexico Press: Al buquerque, NM
1996.

Rony, Fatimah Tobing. The Third Eye: Race, C nema, and
Et hnogr aphi ¢ Spectacle. Durham Duke University Press,
1996.

Rowe, WIlliam and Schelling, Vivian. Menory and Modernity:

Popular Culture in Latin America. London: Verso, 1991.



59

Schreiner, O aus, ed. Flanenco: Gypsy Dance and Misic from
Andal usia. Trans. Mdllie Conerford Peters. Portl and:
Amadeus Press, 1990.

Sell, Mke. *“Bohem anism the Cultural Turn of the
Avant garde, and Forgetting the Roma.” The Drama Revi ew
51.2 (2007): 41-509.

Shea Murphy, Jacqueline. The People Have Never Stopped
Danci ng: Native American Mddern Dance Histories.

M nneapolis: University of M nnesota Press, 2007.

Tayl or, Diana. The Archive and the Repertoire: Performng
Cultural Menory in the Americas. Durham Duke
University Press, 2003.

Toel ken, Barre. Dynamics of Fol klore. Logan: Utah State
University Press, 1996.

Tuckman, Jo. “Mexico: The Mexica: The new |l ords of the
dance: |ncreasing nunbers of Mexicans are | ooking to
the ancient: Aztecs to restore their sense of national
pride,” CGuardian International Pages, My 23, 2008, 29.

W ckstrom Maurya. Perform ng Consuners: G obal Capital and
its Theatrical Seductions. New York: Routledge, 2006.

Yudi ce, George. The Expedi ency of Culture: Uses of Culture
in the dobal Era. Durham Duke University Press, 2003.



	University of New Mexico
	UNM Digital Repository
	2-19-2010

	Identidad and Mejicanidad: Dance Transference through Mexican Folklórico, Azteca, and Flamenco Dance
	Erica Ocegueda
	Recommended Citation


	tmp.1473371646.pdf.fblEd

