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ABSTRACT

This dissertation investigates the production and reception of a modern
transnational paindigenous ideology and mufilex identity, throughhe acquisition of
Danza Aztecaxpressive cultural practices. My research is situated whkin
QuetzalcoatlCitlalli Danza Aztecayroup, based in Sacramento, Califorhiatgue that
through the embodied act of dancing, danzantes are able to access, reconstruct, and
express socHhistorical memories, feelings, and their sense of space and place,
effectively creating Mexicaidentity and way of life based in a pardigenous ideology,
a decolonized consciousnessxplore the expressive cultural practices and the
processes that eadanzantegarticipates in to create this pamdigenous ideologand
identity.

| explore the transformative power and habituBahza Aztecaan emergent
social movement, and | investigate its ability to act as a vehicle fereggtsentation for
individual danzantes as well as the larger Chicana/o and Natwmgnities in which it
is situated. Danza encompasses more than just the physical act of dadbamzantes
are engaged in the movement, music, as well as the multiple visual representations of
danza. A danzante may utssivecultual pacticestor mor e
produce and express the various manifestations of their-ptetiindigenous identities.
Danza is seen not as a dance or a religion, it is viewed among the danzantes as a way of
life: as prayer, tradition, heritage, historydasancing identity.l argue that through the
expression and reception of danza at Danza Azteca dance events, the indigenous ideology

acquired, and the expressive cultural practices shared by the danzantes, grant them the



power to construct, produce amxpeess a highly politicized pandigenous identity.
The production of this paimdigenous identity and ideology confronts past-gebtical
and ethnic boundaries and is grounded in the specific-potitical relationships the
QuetzalcoatCitlalli group is embedded in and the corresponding ideology of the
Maestroof the Danzagroup.

| explore how the danzantes connect with sdigtorical memories via
movement, as well as in Danza art-\asvis the images and symbols on the#jesand
armas | show how danzantes employ Nahua art and symbolism as representations of
their gendered, social and cultural identityfocus upon the body as the site where
memories are stored, accessed, and expressed. The performance, experience, and
reception of dace is a particularly powerful site for the embodiment, expression and
reception of identity and memaory.

| employ an interdisciplinary approach that utilizes methodologies which speak
to the complexities of the Danza as a sdusiorical and culturallgonstructed
phenomenon, and as a social movement as well. | utilize medical anthropology
epistemology and theories on memory recuperation, retention, and invention to
investigate the remembering and performance of tradition and identity through Danza. |
employ performance, dance, and ritual theory to analyze the current Danza Azteca
movement as a meteansformative practice. | utilized ethnographic methods such as
participant observation, autthnography, senrstructured facéo-face interviews, visual

and phenomenological methods.
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CHAPTER 1

INTRODUCTION

Research Question:

This dissertation investigates the production and reception of a modern
transnational pamdigenous ideology and muftilex identity, througlhe acquisition of
Danza Aztecaxpressiveeultural practices. My research is situated within the
QuetzalcoatCitlalli Danza Aztecayroup, based in Sacramento, Califofnthe group on
which | will be focussing on throughout the dissertatibargue that through the
embodied act of dancing, nizante$are able to access, reconstruct, and express-socio
historical memories, feelings, and their sense of space and place, effectively creating a
Mexicd identity and way of life based in a pardigenous ideology, a decolonized
consciousness | explore the expressive cultural practices and the processes that each

danzantearticipates in to create this pamdigenous ideology and identity. The

! There are six Danza Azteca groups in Sacramento, California, and although each group
practices Danza Azteca style, no two groups practice Danza exactly the same.The danzas
(dances) and steps of the danzas are similar but, slight differentiation among s@me step

and stylization of the dance can be attrib
lineage. Major differences do appear in the practice of and ideology of each group, which
varies in accordance with the Jefe or Maes

2 A danzatte is an individual who dances, practices, and shares in the expressive cultural

and social practices of a particular danza Azteca group. See the glossary for further

definition.

3 Term used by the Aztecs to describe themselves. Mexica are the peopksighd in
Mexico-Tenochtitlan See glossary for further explanation of its relation to Nahua, Aztec,

Toltec and other Uté\ztecan speaking peoples.

“The idea of a decolonized consciousness i s
Acol oni zedssonsciousn



reception of the new identities and ideology, spoken of during the presentations,
practicas, and ceremonieare analyzed along with the performance of history, tradition,
and identity during the cultural and political act of d&nzhexplore the transformative
power and habitus ddanza Aztecaan emergent social movement, and | investigate its
ability to act as a vehicle for selepresentation for individual danzantes as well as the
larger Chicana/o and Native communities in which it is situated.

Danza encompasses more than just the physical act of dammngantes are
engaged in the movement, myss well as the multiple visual representations of danza.
A danzante may wutilize one or more of danz
and express the various manifestations of their rplétt indigenous identitiesDanza is
seen not as a dea or a religion, it is viewed among the danzantes as a way of life. This
sentiment is shared by all of the danzantes and is clearly expressed by Guillermo Aranda,
the Maestro of the White Hawk dance group
isna a religion, itdés a view and wunderstand]
understand our pl ace (personalbomsunieationtAlapndai n t he
2004). Jesus Ortiz, the Maestro of the Quetzale@idtllalli danza group echoes this
statement when he describes Danzdéies spi ri t ual movement , | if¢

not just one thing, Danzad6s | ife, Danzads

> A practicais the practice session tdanzagroup holds weekly, sometimesweekly.

A practicais also a type of danza event, see Chapter 4 for more information on this and
the other two types of danza events.

® Danza is a term employed to debe and encompass multiple indigenous dance
practices of Mexico. There is Danza Azte€Canchero DanzaDanza Chichimeca

Danza denotes more than just the expressive cultural practices, it encompasses the
ideology, and way of life of a danzante. It 2d here solely in reference@anza
Aztecaexpressive cultural practices and ideological beliefs. When addressing other types
of danza | will use the full name, i.€onchero Danza



danza has its own meaning, story, Jpower an
Ortiz 2011). Danza is viewed as prayer, tradition, heritage, history and dancing identity.
A danzante within the dance circlelis enci
argue that through the expression and reception of danza at Daeza Aahce events,
the indigenous ideology acquired, and the expressive cultural practices shared by the
danzantes, grant them the power to construct, produce and express a highly politicized
partindigenous identity.

My research demonstrates that the emetrganindigenous identity present in
this region encompasses indigenous people of multiple nations including but not limited
to the regional California and Nevada tribes: Miwok, Maidu, Pomo, Wintu, and
WaShogpeople of Pacific Islander descenhenative communities of the southwest; as
well as the indigenous people of North, Central and South America. Thisgdganous
identity is spoken of and portrayed within multip)anza Aztecand Native American
social, cultural, and political dance et®and gatherings, such as big tinssgeats
temescalesand multicultural presentations, festivals and ceremonidee production of
this panindigenous identity and ideology confronts past-getitical and ethnic
boundaries and is grounded in theafe socio-political relationships the Quetzalcoatl
Citlalli group is embedded in and the corresponding ideology of the Maestro of the
Danzagroup.

One of the objectives of this research project is to analyze the evolution of Danza
in this Sacramentoased Danza group based upon their particular guoaitical context

and group positionalities, and how have they redefined and reshaped danza to speak to

" Here | am speaking primarily of the local Hawaiian Halaus that paatigiin two
regional Big Times, in Shingle Springs, California, and Auburn, California.



the specific concerns and interests of their danza group and commiwextylore how
danza practiceand their individual and communal representations have evolved in this

panrrindigenous community. | will show how ethnic and cultural specifics are maintained

and valorized but a familial sense of bel o
and$ sterso i s shared.
Paul Connerton argues that MnAour experie

our knowledge of the past, and our images of the past commonly serve to legitimate a
present soci &) SesandyeColnerioriaddother scBolgue that a
societybs memory is critical because past
experience of the present (Connerton 19892; Murguia 200, Climo and Cattel 2002). |
focus on the remembering and rewriting of history, traditiod identity through the
recoveryofsocihi st or i cal and cul tur al memori es Vi
practices. The remembering of scbistorical memories has been shown to benefit a
given society, and both Murguia and Connerton show us that rgemd more
specifically the remembering and reinvention of memory are critical in decolonizing
efforts and when reclaiming a sodiestorical past. Furthermore, scholars point out that
these constructed memories have the ability to heal and bring togetbermunity, and,
in the same breath, Atear a community apar
the danzante described remembering and Apr
danzantesd6 identities.

| explore how the danzantes connect with sdgtorical memories via

movement, as well as in Danza art-\asvis the images and symbols on theijes® and

® Trajesare the regalia, attire, the danzantes wear for presentations and ceremonies.
4



armas. | show how danzantes employ indigenous North, South and Central American

art and symbolism within danza art angiesas representatigrof their gendered, social

and cultural identity. | focus upon the body as the site where memories are stored,

accessed, and expressed. The body is a powerful site for the dissemination of

information, and has been used in both sacred and seculaxtsahteughout time to

write oneds memory and identity into histo
Amemories are not stored solely in the bra
go on to point out that fnsteandpracteem r esi de i
| anguage, songs, and ceremonies, bodies an
and Cattel 2002: 17, 19). The performance, experience and reception of dance is a
particularly powerful site for the embodiment, expression andption of identity and

memory. | utilize medical anthropology epistemology and theories on memory

recuperation, retention, and invention to investigate the remembering, rewriting, and
performance of tradition and identity through Danza Azteca, as amamtesystem and

governing ideology. | employ performance, dance, and ritual theory to analyze the

current Danza Azteca movement as a Riistasformative practice.

Methodology / Fieldwork Context:
When | returned to Sacramento, California to begindimsgertation fieldwork |
was speaking with a Native American informant who knew of my interest in researching
Danza Azteca. She told meHould speak with Jesus Ortizt at i ng fAheé’ i s the

of a danza group i n t own .arouné&foreverylovahed k n ows

® Armasare the tools and instruments a danzante carries with them at all gdants ee.
ayacachtli.
1019 A maestro is a teacher, advisor, the group leader.



during the old Chicano Movement days at Sa
he would be a great contact for you.o0o (PCA
thought that this sounded great, and | gave him a cakgpldined who | was and what |
intended to research. He was very invitin
Danza, you have t o (JdQ@rtizipérsonaycommurhicationeMatclo, d anc
2009). He invited me to join them at their Thugahight practices which were tailored
to beginner dancers. The class focused on one or two dances, and broke the dances down
into the specific steps of each dance. This was March of 2009 and | have danced with
them continuously over the past three years
| began my research as a cultural and visual anthropology graduate student intent

on researching Danza Azteca in my hometown of Sacramento, California. | am now a

danzantenyself,a member of th@uetzalcoatiCitlalli Danza Aztecaroup, a mother,

an athropologist and a photographer and videographer. | began dancing when | was

pregnant and when she was born | danced with my daughter in my arms and now as a

toddler she dances next to me during pres@mstipracticas and ceremoni®; status

as a dapante within the danza group allows me to access parts of thediroig

ceremoniesas well as access to danzamascing in the inner circlewhich are

normally not recordedr previously not allowed to be recorded. Being a danzante

myself also grats me further insight into how and when to film, what shots may best

convey the movement, smoke, drums, and danza art all intertwining in at the danza

practicas, presentations, and ceremonies. | utilized video, photography, and data

gathered as a danzardnd in semstructured faceo-face interviews with danzantes

from the group.



Group Demographics:

| began dancing with Quetzalco&tltlalli, a Sacramento based Danza Azteca
group, in March of 2009. The danza group is comprised of thagn darmantes: men,
women, minors, elders, pregnant women(variable), and undergraduate, and graduate
students of varying economic status and ethnicities, ranging frordesifibed identity
categories of Caucasian, MexieAmerican, Chicano/a, Ecuadorian, El\&alorian,

Peruvian, and Native American backgrounds. At any given time there are approximately
thirty active danza members. Currently there are seventeen adult members and thirteen
minor members. The adult male to female ratio is six to eleven, antribe male to

female ratio is two to eleven. | attribute the large difference between the adult male to
female ratio and minor male to female ratio to the stigmatized nature of male dancers in

the US. Overall the active group is composed of sevitingg percent female and

twentys even percent male. The group also has
danzantesvho regularly attengracticasand dance and drum with the group at their

practicas presentations and ceremonies, but who belong to othenatBianzagroups.

Eighty percent of the adullanzantesire middle class educated working
professional s. Of the seventeen factivebo
degrees. In addition, five more members have attended college but nevestedrtimir
respective degree programs. Of the eighty percent afathzantesvho are educated
working professionals eighty percent of them are working as educators in either
elementary school education, secondary education, university education orrepedsa

education.



The gr oup haacst ieviegoh td afmrircardanzantes are gdupn
members who are committed to the group and were active danzantes for a consistent
amount of time in the past, but for work, school, or familial reasons asbteto attend
practicas or ceremonies on a regular basis
participants who regularly participate in the practicas, presentations, and ceremonial
dances year round and are included in the study, unless they reque¢stegarticipate.
Several of the participants | interviewed are children and are a vital demographic in my
research. Children are a significant port
such are heavily i nvolsadidtiesi Thispdpudatioth afterv a gr o
continues to dance through adulthood and has been shown to enroll their children in
Danza when they have their own children.

| actively danced with the group from March of 2009 until August of 2009, when
| took matenity leave, until January of 2010. Upon my return the group welcomed me
and my baby back, and | began to dance with my baby at all danza events. The group is
primarily composed of seven families. Of the thsgven active members twenty of
them are fanhies participating together. The group has a very active and strong support
system for families and children and the teaching of indigenous ideology to the children
of the group is heavily emphasized by the Maestro of the group
Methodology:

Prior to my dissertation research, | conducted two phases of preliminary
dissertation research that endowed me with numerous community contacts as well as
access to a vast network of danzantes. During the summer of 2003 | traveled through

Mexico, following Danzantegdm Sacramento, California, as they made their pilgrimage



through Mexico, visiting Mexica and Mayan historical sites throughout the country,
culminating in their dancing at a ceremony in the Zocalo in Mexico City with their sister
Danza group based in Mex. | also conducted preliminary dissertation research while |

l' ived 1 n Oahu, Hawai 01 . I interviewed thr
chanter, as well askumu Hulaof high standing, who now primarily teaches traditional

hula and chantingWithin the research | conducted many parrallels arose in relation to

the devel opment of and practice of each #ft
Traditional Hula were both revitalized during their respective cultural renaissance

movements in the 7Ws and interestingly enough they are both practiced by populations

that are largely not fluent in the languages used to sing and chant. There are also now
strong similarities in the commodification of danza within the Mexican tourism industry

which mirras the commodification Hula underwent in the past.

The range of danzantes | spoke to during my two phases of preliminary
dissertation research enabled me to design a cohesive and efficient research plan and
timeline, as well as greatly informed my seiec of ethnographic methodologiebsly
research project requires an interdisciplinary approach that utilizes methodologies which
speak to the complexities of the Danza as a doistorical and culturally constructed
phenomenon, and as a social movemsmal. In response to the muléiceted nature
of my research topic | have utilized ethnographic methods such as participant
observation, autethnography, lifehistories, and structured opended interviews. |
have also placed a heavy emphasis onaviand phenomenological methods often
utilized within the anthropology of the senses, the anthropology of the body, the

anthropology of human movement, and visual anthropology.



| began semstructured facéo-face interviews in May of 2010. | purposkyu
did not begin the interviews right away so | could construct a more meaningful interview
guestionnaire from my experience as a danzante and participant observer. As an active
participant, | danced, and continue to dance, with the group in their waekltycas, and
at their dance events. The danza group has a very active dance schedule, sometimes
dancing at three different events in one weekend as well as multiple events during the
week. The group holds presentations at conferences, graduatiomglenNative
American events, elementary school assemblies, city festivals, marahdsat the youth
authorities? in the area. Thgroup also dances at more than twenty Mexica cerenlonies
each year.

| conducted thirty senrstructured facgo-face inerviews with sixteen danza
interviewees. Multiple followup interviews were conducted with several danzantes who
had an extensive history of dancing with the group. Interviews began in May of 2010
and concluded in February of 2012. | interviewed darezanith differing dance
experience, children, elders, women, and men of varying economic status, education and
ethnicities in order to obtain a muttimensional view of the meaning, function, and
complexities involved in the Danza for each individual gradip. In addition to the
thirty QuetzalcoatCitlalli interviews mentioned above, | conducted ten additional

interviews. | interviewed the original founder of the QuetzaleGdtalli group, Senora

1 Marchas are events where local populations gather to support or protest a specific
cause, event or person, they may be socially or politically motivated.

12youth authoritiesare similar to juvenile halls. Detention centers for underage youth.
13 A Mexica ceremony is a danza dance event. The group attends ceremonies that are
held throughout the state. Each ceremony is in honor of and a celebration of different
gods, seasonajitiation ceremonies, in honor of elders or children. See chapter 4 for a
more thorough discussion and description of ceremonies.
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Angel Berta Cobb, as well as the Maestro of the Whae/kiDance Group, Guillermo
Aranda, the Chairwoman and five members of a local Native American tribe the group
often dances with and also shares members with.

As an active participant over the past three years, | have regularly danced and
sharedinthg r oupd6s practicas, ceremonies, and pr
period | wrote experiential narratives, which | have utilized in my study. Fraleigh shows
that experiential narratives of dancers are critical because, in her words, these
i d e gians of gancing always illuminate the lived experience, [and] what happens in
the psychic, somatic | ife of movement in t
xii). Employing phenomenological methods, such as lived experience narratives and
approache to understanding the processes of embodiment, allow me to delve more
deeply into the role and meaning@&nzawithin the group. As a participant observer |
also would write, as part of my fieldnotes, a short lived experience narrative for the
ceremonis and presentations | attended. For example, &ahetl ceremony*in
Santa Rosa, California | decided not to dance and solely observed the ceremony as a
spectator, and in my fieldnotes | wrote about the differences in attending ceremonia as an
observe, as opposed to participating in the ceremony as a danzante. When | came and
did not dance it was deemed fAAztec watchin
fact that, | am a danzante and had danced at numerous ceremonies before | was viewed as
anoutside observer, a natanzante. This reaction was very different from the other
danza events | filmed and photographed as a danzante and videographer, which was

wholeheartedly embraced. Not participating, but filming alone, was not liked and carried

14 This was the first observance of tkantdl ceremony in Santa Rosa, California. Itis
in observance of the four dirgms.
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some backlash with it. A danzante dances, but as an anthropologist | had to view these
events from all angles and perspectives, insider and outsider. | gained a lot of insight at

the ceremony by refraining from dancing about audience conversationsnminggrof
ceremonies, the view of the circles and ¢tr
stance on outside observers.

At most danza presentations, ceremonies, and practicas it is not uncommon to see
multiple audience members taking danzapietires or recording the dances. Some of
those whom take these recordings and pictures ask for permission and some do not,
which is highly frowned upon. | have asked and received signed permission to film and
photographt h e g daonzasmiidshe danzas during danza presentations and
ceremonies. All those who appear in this publicatiave given their written permission
to be recorded (photographically, audio, and video).

| employed visual theory and utilized video and photography as ethnographi
tools in the field. | took photographs and video from inside the circle as well as from
outsde the circles for the Guers™ ceremony on October 8, 2011. | videotaped and
photographed the creation of the main altar for the ceremony as well as the four
supporting ahrs | videotaped the ceremony from inside the circle looking out and in,
and from outside the circle looking in to ensure that | addressed every angle of reception
and observation. | gathered fliers and leaflets from each ceremony ardtpt®n
where they were present to later analyze what symbols and meanings they were explicitly

and selconsciously addressing.

15 The Guerreros ceremony is held annually by the QuetzalCithlli group in
Sacramento, California. It is the male initiation, or coming of age ceremony.
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| utilize the visual and textual mediums to show that the Danza should be viewed
as a Adance event aefiredy Kealdnahorooku (ctedlintRaycee , 0 a s
1977: 10). The visual medium allows me to return to the field site and, combined with
the original visual and textual data | gathered on the day of the event, | am able to
conduct further visual, kinesthetiqygtextual analysis of the dance event. Danza Azteca
dance events encompass more than just the performance of the dance: these events are
fluid and include the place and space surrounding it, the interplay between the actors and
recipients, as well as tmeusic. All aspects of a dance event influence the meaning
garnered by the danzante and audience because, in the words ofJ8hestsne,
AMovement is unigue among the media of exp
kinesthetically, via muscular movement, but veauhit aurally, we paint kinesthetically
but review it visually. While the results of movement can be seen and heard, they are
primarily received by the person doing it
As a participant or as an observedanza events the muliensory nature of movement
at Danza events that Shedtshnstone speaks about is clearly evidebanza Azteca
presentations and ceremonies require that we utilize each of our senses. As soon as you
enter the location of any @monial siteas a danzante or observer your senses are
overtaken by the sounds of themas®, drumsxayayote¥, and conversations, all taking
place simultaneouslyYou are at once immersed in the sight of danzantes performing

their readying rituals, desing, lacing up thekayayotesputting their feathers in their

16 Armasare the instruments a danzante carries with them at all danza events, for example
an ayacachtli.

17 XayayotesSeed pods tied together on the ankles that when stomped keep the beat of
the dance.
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kopillis'®. One also can hear tRayayotesinging as danzantes are walking around, and
you smell thecopalor sage burning in theahumadot’, and see the smoke in the air as
thesahumadore’® bless the altars and danzantes. Then the caracoles are called and the
drums begin to beat. The heartbeat is set andytheachtlié' andxayayotesarry the
beat. Everyone begins to move in unison and the movement has begun. Songs and
blessings areasd in English, Nahuatl, Spanish and sometimes MiiEMery sense is
overtaken by a multitude of happenings and because of this | as a danzante and
anthropologist utilize video, lived experience narratives, photography, and conduct
interviews on the ceremges soon after the ceremony concludes to gain as much critical
data as | can from the events.

My varied methodologies allow me to conduct a rAigitiel analysis. With this
multi-level analysis | am able to see how multiple cultural, social, and poaspaicts of
the Chicano/Mexicano community permeate the dance events, and grant meaning to these
events. It is essential to not rely on any single medium but on all three visual,
phenomenological, and textual (material culture). Each medium feedeentoetining
of another and through the combination of all three: | am able to construct a more

thorough analysis and understanding of the significance of the dance event.

18 Kopilli: Headdress typically worn for ceremonies, presentations, or ensayo real. They
can vary in size and shape, but all consist of a mdkiof feathers (Macaw, Rooster, or
pheasant feathers).

19 The vessel, that sahumadoraises to burn the copal or sage, it holds or carries the
sacred fire.

0 SahumadoraThe name used for the person who carries the smoke for the group.
Important role wihin the group, person who takes care of the danzantes; cares for their
prayers, emotions, and protects the group from inside or outside ill intentioned forces.
Typically uses copal or sage, sometimes, lavender, burns satibemadorblesses
danzantes Were, during and after a dance.

21 Ayacachtli (sonaja): Rattle held to keep the beat of the dance. Can be made of wood,
bone, or metal.
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Theoretical and Literature Reviews:

In order to address all aspects and aims of regareh project | build upon the
theory of anthropological subfields, including 1) the anthropology of the body, medical
anthropology and the anthropology of the senses; 2) the anthropology of human
movement, phenomenology and visual anthropology; ance3)dtitics of cultural
identity. In addition, | utilize the anthropological literature pertaining to social
movements, identity politics, globalization, transnationalism, feminist theory, heritage,
and folklore. Due to the mulfaceted and complex natusédanza Azteca, and the
coinciding lack of ethnographic investigation within the discipline of anthropology in this
subject area, | will also utilize literature from disciplines such as Chicana/o, Native
American, and border studies.

The Anthropology of the Body/Medical Anthropology/the Anthropology of the
Senses

The theoretical and epistemological approaches of medical anthropologists, such
as Martin, Schepeadughes, Lock, Lindenbaum, and Good, aid in my investigation of
Danza Azteca because their ragpe theories take into account various aspects and
consequences of the production and consumption of new knowle@gesnust place
events in their particular social and historical context because the political economy of a
specific historical period &cts the practice and performance of the dance and value
bestowed by the shared community, as well as the reception of the dance within the larger
community they are embedded in.

The problematized notion of the body first developed within the anthrgyolo

the body, a relatively new sthscipline of anthropology created during the theoretical
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boom of the 1980s. The theory that developed from research into the body and the
problematized notion of Cartesian dualism opened the door to groundbreaking \aor
number of anthropological fields such as the anthropology of human movement, the
anthropology of the senses, and critical medical anthropology. As outlirgéchieyper
Hughes and Lock, the anthropology of the b
psychological, and symbolic anthropology, as well as in ethnoscience, phenomenology,
and semioticso (1987: 208) .

The anthropology of the body and critical medical anthropology are useful
theoretically and epistemologically to my research project becausdebhapk the
epistemological tradition of Cartesian dualism by beginning from what Schiejggres
and Lock see as fian assumption of the body
artifact, as both naturally and culturally produced, and as securelyradch@a
particul ar hi(1987.a208). Bath thermmthmopatogy,oftthe body and
medical anthropology effectively suspend, in the words of ScHepghes and Lock
Aour wuswual belief and cultural commitment
natural/sipernatural, magical/rational, rational/irrational, and real/unreal oppositions and
assumptions that have characterized ethnom
SchepeHughes and Lock problematized the notion of the body, and in their words
iempihzaesf i ng] the body as a social construct
further problematized the body by situating the body within three separate, yet
interwoven and contested units of analysis known as the individual body, the social body
and te body politic (1987: 208). As expressed by Schéperg hes and Lock, @f-

bodi esd6 represent not only three separate
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different theoretical approaches and epistemologies: phenomenology (individual

body/lived self), structuralism and symbolism (the social body), and post
structuralism(the body-Hughedand Look assert thdt De 7 : 20
individual body deals with the fAiphenomenol
bodys e | fnégssame] that all people share at least some intuitive sense of the
embodied self as existing apart fr-om other
Hughes and Lock argue that the soci al body
bodyasanatuta sy mbol with which to think about n
209), and what they refer to as the body p
and control of bodies (individual and collective) in reproduction and sexuality, in work

andin | eisure, in sickness and other forms ¢
209) . The @At hree bkudghesandiock are dll essentl tothe Sc h e
investigation of Danza but their conceptualization of the body politic is the maatnityn
because, as Schepgu ghes and Lock note, it fAsuggests
bodies are socially producedo (1987: 209).
Athree bodieso to highlight the acquringous pr
and performing the new knowledge system.

SchepeiHughes and Lock propose that previous scholarship, which turned away from

the epistemological tradition of the Cartesian dualism, and focused solely on the body as
subject, failed in thatitdidto addr ess the concept -of the i
Hughes and Lock argue that critical medi c a
development of a new epistemology and metaphysics of the mindful body and of the

emotional, social and politicalsoc es of il |l ness and healingbo

17



Furthermore, Lindenbaum and Lock have s
product of a particular place at a particu
knowledge is produced and whether the productif new knowledge alters the
i ndi vidual 6s s e80)sRudiesfwithin enkedical anthr®I8gy also 9
remind me that | must be mindful of how | approach my investigation of the Danza
because, as Schepgdughes and Lock have shown, past reseaanducted on the body,
where researchers consciously attempgied o t emper t he materi al i s
reductionism of biomedical science often end up inadvertently recreating the mind/body
opposition in a new formo (1987: 211).
Anthropology of Human Movemert:

The study of dance within anthropology underwent a major paradigm shift during
the 1970s (Farnell 1999, Kaeppler 1978, Williams 2004, Reed 1998). Farnell asserts that
it switched its focus from an fiohkebadw at i on
movement as dynamically embodied actionodo (
1998). Similar to work in the anthropology of the body and medical anthropology, dance
ant hropologists such as Farnel |yndmcgllan t o f
embodied action in semantically rich space
otal k about the bodyd as a cultur al object
realm of subjective exper i ecldheaydéfite3 99: 342
dance and other rhythmic or patterned movement systems as dynamically embodied
signifying acts, and choreographed action sign systems (Farnell 1999: 341). Farnell
argues that these choreographaaanenormou® n si ¢

variety of forms of embodied knowledge, systematized in various ways and to varying
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degrees, involving cultural convention as

She them goes on to argue that when these choreographed acti®ystgms are

performed in sacred or secular rituals, ceremonies or in other symbolically rich spaces

they become fithe dialogical, intersubjecti

and cul tur al knowl edgeds aangmittedpandrevisddy cons

and so are constitutive of culture and sel
Reed and Williams state that dance and other movement systems are an effective

mode of communication, which may be used t

ethnic, culural, and/or national identities. Ness argues that multiple identities are

accessible through the performance and rec

mindés Al o can become variable, and, may i

ways, 019Nk slwghesr eel and and Crain we see tha

physical activityéin many societies, danci

and understanding of, the exemplary for ms
Within the anthropologyfcthuman movement, anthropologists such as Reed,

Giurchescu, Royce, Daniel, and Desmond assert that dance is also portrayed as a tool

used locally by marginalized populations to express their ethnic solidarity and identity, as

well as utilized as a tool qiolitical resistance (Reed 1998, Giurchescu 2001, Royce

1977, Daniel 1999. Desmond). These same anthropologists argue that it can also be used

as a unifying and controlling tool in accordance with various naiate ideologies

(Reed 1998, Cowann 1990¢%e 1977, Daniel 1999, Sten 1990).

In performance theory dance as ritual also has transformative powers, and is

viewed as a tool for granting one access to transportation and transformation (Carrasco
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1991: 145148). Richard Schechner defines transpianaas a performance where
performers are changed and transportation is a performance where dancers are taken to
another place in time and body, but in the end, theanter ordinary life.

Transformation performance is often used in initiation rituddere the objective
is to transform people from one status or social identity to another (Turner, Carrasco
1991). The ritual initiation marks the change in the individual and is the means by which
the change is made.

Despite t he direstingahce, segedabantnropoldgists suchiasr t e
Ness, Sklar, Howes, Williams and Reed have noted that it has remained shallowly
explored and virtually unexplored critically in ensuing years due to the stigmatized nature
of the study of sensuous activitiéess 1992, Sklar 2001, Howes 2004, Williams 2000,
Reed 1998). When we compound this with my focus on the transnational Chicano and
Mexicano indigenous dance communities, we have an area in anthropology in which little
ethnographic research has been gitesh My work here will help to fill this gap in
anthropological literature.

My work will build upon the current literature that links the anthropology of
human movement, the anthropology of the senses, and linguistic anthropology with
phenomenology. Ira not attempting to define Danza or to place borders upon it, but
rather | problematize the notion of what dance is and entails. Current anthropological
theory concerning human movement is based within a linguistic paradigm. The
acquisition and socializain process for entry into the Danza group greatly coincides
with linguistic acquisition and socialization. Each dancer is socialized into the Danza

group/collective, and first acquires knowledge of the basic movement system, followed
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by the acquisition ofhe philosophy of the Danza, based in the cosmology and
intellectual traditions, or ideology of the Aztecs. Combined, they allow the dancers to
transmit and receive encoded meaning through the embodiment of dance.

This study should broaden the scopebht dance entails anthropologically to
include concepts such as kinesthetic literacy and kinesthetic communication, based
within the linguistic concepts of language socialization, literacy, and language
revitalization, as well as in phenomenological mdtilogy. | believe that dance can
convey or communicate as much knowledge as oral or written communication.
Phenomenology

Many anthropologists are embracing phenomenological theory and methodology.
Michael Jackson, Sally Ann Ness, C. Nadia Seremetalaslr® Sklar and Thomas
Csordas are just a few to date who have utilized affiasteoned phenomenological
theory and methods in their work (Ness 1992, Fraleigh 2004, Sklar 2001, Jackson 1996,
Csordas 2002, 1994, Farnell 199@¢remataki4994). Thomas Csdas presents a
cultural phenomenological approach to the study of the self based heavily in Merleau
Pontyds notion of embodi ment, and believes
embodiment could be the starting point for the broader analysis of cultukeiaredt or y 06 a's
well as ser-weigbtaaindooaoamplement to interp
emphasis on sign and symbol 6 (Csordas 1994
cultural phenomenology is incorporated into a number of studies focusing on the
anthropology of the body. He effectively deconstructs the dualistic notion of the body
and promotes embodi ment as the methodol ogi

understood as the existential ground of cu
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As many sensuous anthropologists and anthropologists of human movement have
demonstrated, phenomenological theory is an effective theoretical framework because,
there is overwhelming evidence that kinesthetic experience is beyond the grasp of the
written word. (Ness 1992, Fraleigh 2004, Sklar 2001, Jackson 1996, Csordas 2002, 1994,
Farnell 1999Serematakid994, Howes 2004) John Berger puts it most succinctly when
he states that #Alife outstrips our vocabul
deal with experiential research it is vital to use theory that recognizes the limitations of
the word because, as Jackson points out nC
leaving a lot unsaid. So long as we use concepts to cut up experienceygiusp
some things at the expense of others, we i
5).

I n todayds wor |l d oationglismoabsttic anz plastitemny and t
does not have the ability to thoroughly investigate anthropologigairies. Moran
demonstrates that contemporary phenomenology is especially conducive to work
pertaining to Danza Azteca because it fdinc
environmental elements in its efforts to understand the nature of livihg sxge of
gl obal technology and interculturalismo (2
contemporary phenomenology is not a rigid theoretical construct, but rather it continues
to evolve and develop new theory and met ho
experiences change so does the theory, to more closely understand reality and
consciousness ( see Spiegelberg 1976, Stewart and Mickunas 1990, Moran 2002). These
methods unlock the primarily visually based methodologies of anthropology in the past,

grarting the researcher new avenues into the body and mind of the dancer. | focus on
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the embodiment of socibistorical memories through dance, danza art, ritual, and song,

and study the remembering and reconstruction of memory and, in turn, identityhthroug

the embodied act of dancing and prayer. | use intersubjectivity as a unifying theoretical
concept because, as Fraleigh has shown, in
links phenomenological research with ethnological research. It lets ge dbthinant

pl ace of the author, seeking a more inclus
intersubjectivity and the processes involved in capturing and connecting multiple

perspectives will aid me in building a multivocal ethnography: as a danaadt

participant in the danza events, as an observer of other danzantes and drummers, as well

as through collecting reception data sets from the audience.

Visual Anthropology:

Sarah Pink states that visual anthropology is utilized in a number of wdns wit

academic research: it has been employed as
teaching tool éa means of publication, andég
knowl edgeo (2001: 61). Pink argues tit hat

a technology that participates in the negotiation of social relationships and a medium
through which ethnographic knowledge is pr
Buckland argues that Hugh€sr e el and uses fi-imageswnfdarcegsr esent
processual and socially situated action. Hughkeseland states that through sensual

perception of the dance and its social production, audience reaction to film ethnography

may assist in decentering the power of the researcher by incorporating the vdmees of t

researched into the f i na-Freelamdpl@99:Zx 0 ( Buckl a
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Studying dance in particular necessitates the extensive use of mediums such as
video because of the lack of a universal notation system. However, as Pink points out,
A t h eof wideo for ethnographic representation should be informed by an understanding
of the nature of video as a medium, and th
2001: 142), before an anthropologist delves into the use of film as an ethnographic to
To keep from essentializing the multiplex Danza community in Sacramento, California |
employ an intedisciplinary approach that utilizes visual, phenomenological and
anthropological methodologies which speak to the complexities of the danzantes
indigenous identities, and Danza Azteca as a soisitorical and culturally constructed
phenomena and social movement. Danza Azteca continues to evolve. It has undergone
numerous transformations while under differing pressures, varying from complete
prohibition, to the revitalization of the Danza in both Mexico and the United States, but it
has to date remained shallowly explored academically. My project will provide the
Chicano/a community with a written and visual account of the evolution and impact of

Danza Azteca.

Chapter Outline:

In chapter two, thefiHistorical Contextualization: An Overview of the Evolution
of Danza Azteca, 0 | review the historical
Danza Azteca in five major time periods. The first is tree®ontact era, more
specifically the PosClassic Mexica civilization. | review how secular and sacred dance
developed, and danzas role and the specific functions it held within this hierarchical
militaristic civilization. | briefly touch upon its roles a source of oral and kinesthetic

history, cosmological and religious observance, as well as a tool used to enforce and
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convey relations of power within their imperial domalrook at the contested notions of
heritage and indigenous identity in thdasoval era in and around Mexico City. In this

time period danza practices shift from a very inclusive form of national dance which
incorporated the dance styles from each tribe the Mexica conquered, to the complete
abolishment of Danza Azteca and drummiriuring the colonial regime Danza Azteca
undergoes major transformations resulting in the creation of Conchero Danza. This
syncretic form of Danza Azteca kept Danza alive for five centuries while danza Azteca
was forbidden. The return of Danza AztemaDanza Mexica, came during the height of
the indigenismo movement in Mexico during the 1930s. During this time period,
indigenous identity and Danza are revalorized and become symbols of Mexican national
identity. Present day Danza Azteca in NortheafifGrnia has varied manifestations
dependentonthesoemo | i t i c al context and ideol ogy
There are a broad range of group ideologies, ranging from cultural nationalists, to groups
like QuetzalcoatCitlalli who support gpanindigenous identity and ideology. Within

each of these major time periods, with the exception of the first era, | analyze Danza
Azteca as a site of resistance to Spanish Colonialism and the conversion efforts of the
Catholic Church, as well as an exdary site for the expression of a shared indigenous
identity based in a neRuropean, nottolonized consciousness and expressive cultural
practice. | utilize first and second hand historical data, consisting of Spanish, Franciscan,
and the Vatican histmal documents, and a sestructured faceo-face interview with a
participant in the fAFestival del I ndi oo
QuetzalcoatCitlalli in 1938. | employ the scholarly literature of the anthropology of

Latin Ameiica, Latina/o Studies, Chicana/o Studies and borderland studies.
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Inc h apt er Sotidghisteriea)] Memory: Ranembering and Rewriting the
Past through Danceo, Il first briefly
utilize language socializatmotheory as a model for the dance socialization process |
observed in Grupo Quetzalcod&itlalli. |investigate the naming practices of the
danzantes6 children as a cultural and
DanzalLanguages and argtieat the sharedanzalanguaggacquired dance language,
communicative competencdlahuat| and Spanish are wielded as oppositional and
resistance linguistic practices of danzantes and their families. Lastly, | develop the

concepts of kinesthetic litena@nd kinesthetic communication which are based within

revi

the linguistic concepts of language socialization, literacy, and language revitalization, as

well as in phenomenological methodology. | will argue that dance can convey or
communicate as much knowlesigs oral or written communication. | utilize scholarly

literature from the anthropology of the senses, anthropology of human movement,

anthropology of the body, medical anthropology, phenomenology, and critical literature

from borderland studies, Chicdoatudies and linguistic anthropology. | employ data

gathered from the photographs and video | shot of each type of danza event including

ceremonies, presentations, big times and gatherings over the past three years . | also

utilize the experiential datgathered from the sessirucutred facd¢o-face interviews and
several follow up interviews | conducted with danzantes from the Quetzatidatli
danza group and the Maestro of the White Hawk dance group.

| then focus upon the remembering andyperopriation of danzantes soe€io

historical memories based in Mexica history. | explore how danzantes access and express

these socidistorical memories through the embodied act of dancing, thereby creating a
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panrrindigenous identity. The Dance, and eactvemeent within the dance, are seen as
words to a prayer. Through the movements, and the utilization of the kinesthetic sense,
the danzantes are able to experience in unison the remembering dfistaical

memories and the creation and expression @wapanindigenous representation. |

argue that this has led to the formation of a new identity and sense of space and place
based in a pamdigenous ideology. Here | utilize the literature of the anthropology of
human movement, and the anthropology ofezignce and phenomenology as well as
experiential data gathered in the satnuctured facéo-face interviews | conducted over
the past two years, and from data gathered from the video | shot during several
ceremonies and presentations over the past yieas.

In chapterfour, A Poetry / Songs [/ Drumming: Or a
Explorationso, I wutilize the anthropology
anthropology of the senses, phenomenology and Chicana/o studies literature, as well as
data gathered from the video and photographic footage | shot over the past three years,
and the semstructured facéo-face interviews | conducted with danzantes as well as
with the Miwok traditional dancers the danzantes often dance with. In this chiqutes
on the production and performance of sefistorical and cultural memories, identity
production, history and tradition within the songs, drumming and poettgrafa,
danzantanusicians and poetandChicana/opoets. In precontact Nahua sociesocic
historical memories, traditions, values, morals, geneaologies, and the history and
migration of the Mexica nation were passed down orally via poems and songs. Each
successive generation taught the next and some of these cantos and poems have

continued to be sung and recited since theqmetact era. | analyze the continuance of
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oral traditions and expressive practices throdghza cantos, alabanzaand ensayos, as

well as through Chicana and danzante poetry. | investigate the role of musizan da

events and practices. The singing, drumming, and sounds of the armas are important and

powerful forces utilized in both sacred and secular events. The sounds of danza; the

songs; drums, flutes, mandolins, and otm@nashave agency, the means to demd

receive encoded meaning, and produce socially and culturally constructed knowledge. |

then move on and explore how Chicano Movement leaders often utilized poetry and

songs for the dissemination and legitimation of sdusborical information and

knowledge, which informed the gendered political,Chicana/o identity during the Chicano

Movement. | then analyze how Chicana Feministas and one danzante po8teg®in

QuetzalcoatCitlalli employ poetry to counter the patriarchal machismo of the Chicano

Movement of the late 1960s and early 1970s, and utilize their indigenous heritage. More

specifically, they invoke thBexica,Mayan, and otheahuagods and godesses within

their poetry and literature as a way to reconnect with their indigenous beaitdg

identity, and to combat the oppression and subjugation they have felt and fought.
Inchapterfive, Tr ansf orming Il dentity Through

Ritual so, |l utilize the anthropology of

as reception and representation studies to explore identity production and the reception

and representation of Danza Azteca at each of their respective dance events: practicas,

presentations, and ceremonies. | focus on two ceremonies that the groupeattbnds

year; theXilonenceremony, the female initiation ceremony andGuerreroceremony,

the male initiation ceremony. | utilize video and photographic footage from these events
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as well as data gathered from the sstniictured facéo-face interviews tonducted
with danzantes.

| examine these three danza eveptadticas presentations, and ceremonies), as
sacred and secular ritual processes, with the intent of locating what ideologies and
identity constructions are constructed and disseminatedlgdine performances within
each type of danza event. | situate each event in its particular social and historical context
because these factors have an affect on the practice and performance of the dance, the
value bestowed on it by the shared commumisywell as the reception of the dance
within the larger Chicana/o and indigenous community it is embedded. The performance
of danza at danza events are powerful sites for the embodiment, performance, and
reception of the group artthnzante8 i d e nnalysis of tnesperfoMnance déanza,
song and dance, in each particular danza event is critical because each type of danza
event has a particular propensity to elicit different aspects and formations of the
danzantes muHplex identities (see Chapter Sever further discussion on mulex
indigenous identities).

Lastly, | have a detailed study of the reception and representation of danza and
danza representations at a multicultural danza presentation at an elementary school in Elk
Grove, California | analyze the reception and representations of danza in 1st, 3rd, and
6th grade drawing and in the writing fAlive

In chapter six i Vi s u al R e p Danzmad&dlahta®Symbatismsn Daniza
Art, Ar mas, and Bachhpter fDe Imeestigatettha danzames as
agents of change, utilizing visual anthropology theory and more specifically Alfred

Gell 6s ant hropological theory of art, whic
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intention, causation, result, trdognation, and most importantly agency (Gell 1998: 6).
Vi ewed within Gell s anthropol ogical theor
constructing, expressing, and producingexicaidentity, through the utilization of
ancientNahuamaterial cultue; by displayingNahuasymbolism, they publicly declare
their Mexicaidentity. Danzantes ud¢ahuaart and symbolism within danza art and
armas as representations of their gendered, social and cultural identity. | then explore
the various genres of bpart, tattooing, face painting, and body ornamentation,
employed by danzantes as a forum for-sgffresentation within the danzante population.
Lastly, | discuss native authorship issues | encountered during my dissertation research
while filming and plotographing each of type danza event.

In chapter sevenfi E x p | o rindigenou® ldentity in a Northern California
Il ndi genous Community: Confronting Notions
contested notions of aenoudidentityllexlore whgthe her i t a
panrtindigenous consciousness is prevalent among Northern California indigenous groups,
andl investigate danza azteca as a political, social and cultural movement based within a
panrtindigenous consciousne$got all indigenous nations support this ideology but in my
research within the northern California region a-pahgenous identity, the idea that we
as indigenous people regardless of ethnicity, tribal affiliation, or nationality, are all
connected as eirisndangde nsoiusst ebrrsotfhr om t he Nor tF
Americaso I s embraced and daezanpegonftom both Last
geopolitical and cultural borders, and engage in multiplex identities as well as heritage

and identity produmon through dance and song.
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| utilize interviews withdanzantess well as with Miwok traditional dancers who
are members of a local northern California federally recognized Native American tribe
and who regularly dance with tiiuetzalcoatiCitlalli group at presgations and Big
Times, in eaclothers ceremonies, as well as share dance members with each other. |
utilize literature from the anthropology of the body, anthropology of the borderlands,
Chicana/o Studies, Latina/o Studies, identity paditiNative American studies,
postcolonial studies, and folklore studies.

In chapter eight,| conclude the dissertation first withbaief review of the
arguments and conclusions of the previous chaptetgue that ultimately danza, its
practices ands traditions will persist, but will continue to evolve, because Danza is not a
static entity. Danza will continue, sustaining its inherent meanings and traditions, while
incorporating that which enhances the danza for each particular locality. | disssad
some concerns currently facing the danza community: for example, tHah®u
phenomenon, and how | see these issues affecting the practice of danza in the future.
Lastly, | addresthe commodification of danza and danza &anzaandDanzaart
forms were commodified long before the present day. Danza and danza art forms are not
restricted to sacred events. There has been in the past and there is now a burgeoning
microeconomy of Danza art and regalia at danza events and on the internet.ié#iiso br
touch upon the recent involvement of two Hula Halaus participating in two Big Times in
the Northern California region, and the significance of the role of Hawaiian heritage and
its connection with the paimdigenous, pathnic, native identities ithe Northern

California region.
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CHAPTER 2

HISTORICAL CONTEXTUALIZATION: AN OVERVIEW OF THE
EVOLUTION OF DANZA AZTECA

In this chapter | review the historical representations, reception, and practices of
Danza Aztecin five major time periods. | reviethe role and function afanzaas a
secular and sacred art form in the PO ssicMexicacivilization. | briefly touch upon
its role as a source of oral and kinesthetic history, cosmological and religious observance,
as well as a tool used to enforeelaonvey relations of power within their imperial
domain. | look at the contested notions of heritage and indigenous identity in the colonial
era in and around Mexico City. In this time period danza practices shift from a very
inclusive form of nationatlance which incorporated the dance styles from each tribe the
Mexicaconquered, to the complete abolishment of Danza and drumming. During the
colonial regime Danza Azteca undergoes major transformations resulting in the creation
of Conchero Danz&. Thissyncretic form of Danza Azteca kept Danza alive for five
centuries whildDanza Aztecavas forbidden. The return of Danza Azteca came during
the height of the indigenismo movement in Mexico during the 1930s. During this time
period, indigenous identitgnd Danza are revalorized and become symbols of Mexican
national identity. | then review present day manifestations of Danza Azteca in
Sacramento, California, within the Quetzalcdaitialli group. There are a broad range

of group ideologies, ranging imo cultural nationalists, to groups like Quetzalcoatl

22 Conchero style danza is typically performed at a slower rhythm. Usually danced
without a drum, the beat is tapped tubugh the feet and xallolletes each danzante

wears. the danzantes also play the mandolin rather than use a ayacachtli. Began during
the colonial era in Mexico and is still danced today.
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Citlalli who support a paindigenous identity and ideology. | utilize first and second
hand historical data, consisting of Spanish, Franciscan, and Vatican historical documents
as well as a senstrucured facetof ace I nterview with a partic
Il ndi o0 in Mexico Cit yGrupoQuetzal@®&Citlallaimi®38t lhe f ou
employ scholarly literature from the anthropology of Latin America, Latina/o Studies,
Chicana/oStudies and borderland studies.

Within each of these major time periods, with the exception of the first era, |
analyzeDanza Aztecas a site of resistance to Spanish Colonialism and the conversion
efforts of the Catholic Church, as well as an exemdaeyfor the expression of a shared
indigenous identity based in a nr&mniropean, nowolonized consciousness and
expressive cultural practice. The anthropology of dance has theorized dance in multiple
contexts throughout the past several decades. Dsuacgawerful mode of
communication which conveys relations of power within a given soisirical context,
can serve as a site of resistance, as well
cultural, gendered, or class identity (Reed 1998, Ness Be@&,1993, Buckland 1999,
2001, Spencer 1985, Kaeppler 1978, Farnell 1999, Fraleigh 1987, Giurchescu). | argue
throughout this chapter that Danza Azteca conveys the relations of power within each
major era. Within each era I review the evolution anaisfiamation of the popular
representations of Danza Azteca from-@@ntact Danza to the Colonial era abolishment
of Danza that resulted in the rise of thencheraMovement; | will then address the
rebirth of Danza Azteca during thedigenismanovementm Mexicowhich lasted from
1920 through the 1940s, but was most- preva

1940s, and trace out the transnational expansion throughout California and the southwest
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in the | ate 1970s. L arapid expansioh andvprdliferationr ac e D
throughout the United States todayhe popular representation and receptioDanza

Aztecahas undergone numerous transformations over the centuries, ranging from a dance
emblematic of the Aztec militarized and impépawer, as well as a reflection RRhua

cosmology and history in the poentact era, to a suppressed, belittled, and eventually

forbidden dance form in the colonial ef@danzathen underwent its transformation into

the syncretic form o€onchero Danzahen its reincarnation as a symbolic form of

Mexican National identity during thedigenismamovement, to its present

transformation into a source of cultural, political, and ethnic pride and identity and a way

of life for the Chicana/o, Latina/o, anddigenous people throughathie United States

and abroad.

Pre-Contact; %

Danza Azteca developed in a society that was highly hierarchisized and
militarized. The Mexica social, cultural, and religious traditions and beliefs were highly
codified, and atsict system of norms was present, and, if broken, offenders were
severely punished. The dances of the Mexica, in turn, not only reflected these strict
codes and stratifications but also reinforced said norms as described by Marti, for
ex ampl e fnialldances &d rausio of the Aztecs, like their art, had a hieratic,
intense, and styl i ze dVexcaScholarsdneédancé ( Mar t i 1
ethnologists, such as Marti & Kurath, Sten, and Marifeznt er , have asser:t
status in societwas reflected through dance, in the feathers, colors and textiles they were

allowed to wear, to the placement of dancers in the dance circle (Marti & Kurath 1964,

* Please refer to Appendix B for a chart on the @lassic, Clasical and PosClassical
Civilizations present in each era, and the years they were present
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Sten 1990, Martine#unter 1985). Their relationships to their gods, each other, the
cosmostheir identity and emotions were all expressed through Danza, through the
movement, what they wore and who they interacted with or did not interact with, while
dancing all relayed important information about their gendered, social and political status
within Mexica society. (Marti & Kurath 1964, Sten 1990, Edmonson 1974 -Pedtila
1992, MartinezHunter 1985).

Dance in Nahua society was a collective act. The entire community participated
in dance celebrations and ceremonies, but each individual aolylgharticipate to the
extent that individuals of their social position were allowed to participate. Their status
was visible in what dances they were and were not allowed to participate in, and who
they could and could not interact with during a darfeReyalty and nobles only danced in
the very important dances, and the dance circles progressed outward with the principal
dancers in the center, the nobles in the next ring, the priests then encircling that ring, then
the warriors, peasants and so forEtach class was strictly forbidden to mix with an
upper or lower class. The type of material th&ijes (regalia or vestments) were made
of indexed whether they were of noble status or not. The upper classes were outfitted in
the finest materials, withracelets and anklets of gold or turquoise, while the lower
classes were outfitted with animalistic themes. They used the materials and resources
readily available to them, like the feathers of the bird or skins of the animals they were
trying to depict. During the dance what they were allowed to partake of (i.e. alcohol,
mushrooms, etc.) was a social marker also. Peasants were forbidden from drinking wine,
while the upper classes were allowed to drink and eat mushrooms to transport them to a

higher leel of worship. Only the males were allowed to participate in ritual dance, and

35



no bodily contact between the sexes was accepted when they danced together unless it
was a fertility ceremony. Not only were they not allowed to touch but they also had very
distinctive movements for each sex (Marti & Kurath 1964, Martidenater 1985,

Pasztory 1983).

One is able to see just how important dance was to the Nahua people of the classic
period through the abundance of images in their codices, reliefs, templagsiand
sculptures of danzantes. The image of a danzante in movement on various reliefs portray
the Nahua belief that dance and mobility represents life, while immobility is equated with
death (Marti 1964, Pasztory 1983, Martirtdanter 1985).

MartinezHunter argues that the songs and dances of the Nahua were of the
utmost importance in the maintenance and effectual organization of their civilization.

Song and dance were an integral component in Mexicacfassic civilization for
several reasons, tlfiest of which is ritual observances which ensured the continued
prosperity of the civilization both agriculturally and militaristically. Martitéznter
states

...for the ancient Mexicans there was nothing more vitally important [than] these

motions,these songs, dances...these things assured the regular succession of the

seasons, the coming of the rains, the springing of the plants upon which they

lived, and the resurrection of the sun...in a perpetual collective effort without

[which] natureitse f woul d be destroyed...the grav

was] the most imperative of duties. (Martifidanter 1985, 3)

Dance is clearly a vital component for the perpetuation of their civilizations survival.
Dance not only influences and refletiteir religious observances, but commemorates
nature, and fertility, which was vital to their survival and existence. Kurath elaborates on

this aspect of danceb6s wutility in Mexica s

addressed ceremonies to theajan deities, largely for rain, germination, and the
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ri pening of corn, but also for flowers, wa
1964: 9). Dance also was employed in Nahua socighatotaining the hierarchical
division of power, as wehls a form of entertainment for the nobility and peasant classes.

No other expressive cultural practice other than dance and song encompasses to
such a large degree what their life experience was all abartce was viewed as an
obligatory activity for @eryone in the society. Nahua society consisted of a number of
widely spreadout states, each consisting of a multitude of conquered tribes, and Marti
argues that, #fAli ke the Romans, the Aztecs
whom they dominatd... Just about the time that the Maya Centers were abandoned,
Nahuaspeaking tribes migrated from the north, conquered the residents, absorbed much
of their culture and infused it with some
stated previoug by Marti and Kurath, in order to control their growing empire, the
Aztecs adopted and worshipped the Gods of the people they conquered, more specifically
they fAborrowed -RQuetzacbatl fgom the Nondalsas, @dzcatipsch from
the ToltecsMixcoatl from the Otomi, ToeT lazolteotl from the Huastec, Xilonen fron
the Huichol, XipeT ot ec from t he Zapotecs, Tepeyoll ot
9) Additionally, the various citgtates that comprised the Mexica empire, (Mexico
Tenochtitan, MexicaTlatelolco, Tlacopan, and Tlaxcala) would focus festivals and ritual
worship on their specific gods, similar to the worship of patron saints of cities in the
Spanish Empire. Marti further elaborates on this practice by proclaiming that the
Aiathi tants of Xochimilco specialized in fes:c

(Marti 1964, 9).
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According to Marti, the incorporation these Gods not only made it easier to
control the widespread populatian, i n Mart
interaction of the styles of chants and dances from the different petty states of Anahuac,
which i s the Nahvuatl name of what is now M
interaction and continual exchange and incorporation of styles in both sbuigace is a
practice that has continued over the past five hundred years and is clearly evident in the
song and dance practices of the Quetzalg€ogithlli group (see Chapter 3 for further
discussion and analysis on the evolution of song practices whihigrupo Quetzalcoatl
Citlalli).

In the anthropology of human movement, one of the ways dance has been
theorized is as a unifying and controlling tool in accordance with various rsiiten
ideologiesReed 1998, Cowann 1990, Royce 1977, Daniel 19850 1990). The
objective of the Aztec hierarchy was to unite the various states, bound by one language
(Nahuatl), with a strong central government, hence the strict social and cultural hierarchy
and norms of society to keep everyone in their place asdgpjress the chances of a
rebellion. Marti, Kurath, and Pasztory argue that the strict adherence to and observance
of all expressive cultural practices rules and regulations was primarily for
surveillancé’purposes. Aztec art, which is seen in evergeispf their cultural life,
followed a very strict code and form. Any deviation from the strict codes and norms
were easily identifiable (Marti & Kurath 1964, Pasztory 1983). Marti asserts that this is
what, in his words, fisenxapdfamalss thdt tymfiedfAatecat i c i

art...People over a | arge area shared the

24 see Foucault
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(Marti 1964: 15, 9) The Mexica empire was large and composed of multiple city

state§® so one of the ways they enforced ttohwas through the strict codes in dance,

song, and other artistic practices. Surveillance of expressive cultural practices was one of
the conduits through which they maintained and enforced the present power structures.

Although dance was an obligay activity for everyone, and held multiple
functions and roles to ensure the regulation of power and propagation of agriculture
within the Mexica empire, not everyone was allowed to dance, as to dance was a
privilege and an hberAatecs beliewdéddancingtabeser t s t ha
meritorious, like deeds of charity and of penance. In these religious festivals and their
dances, they [Nahua] not only called on and honored and praised their gods with song but
also with the heart and with the movemeritthe body. In order to do this properly, they
had and used many patterns, not only in the movements of the head, of the arms and of
the feet but with all their body...and this they called maceualiztli, penance and good
deed. 0 (Marti 1s6n§ were alBdbseen asRentainenenafor dll classes,
and it was believed to be a privilege to partake in festivals, ceremonies, and dances
(sacred and secular events).

To be forbidden to dance was a grave punishment for those who stepped outside
the stict codes and norms of the times. An example of a punishment given to a young
man who took out a young servant girl without asking for the consent of her matrons is
provided by Mexica scholar Maria Sten:

They would beat him, singe his head, chastise &aird,he would never be able to
dance or sing again. And for the girl with whom he was with would also not be

2> Reign over Mexico City and the surrounding region (alliance ofstites), stretching
throughout central and south Mexico. See map in appendix.

39



able to be in the company of the others and never be able to dance or sing again

either. (Sten 1990, 45, translation is mine.)

This punishmenwas taken very seriously, as to be forbidden to dance dictated that one
would not be allowed to honor and earn favors from the gods who ruled the times. Dance
was such an integral part of their life that in essence, to be forbidden to dance was to, in
fact, be excommunicated from the rest of the community, who saw dance as life
sustaining.

Much care was taken by each Nahua generation to preserve and pass down the
songs and dances. The elders taught and lectured the youth of each generation to
memorizey eci te, and perform the songs and danc
were contained within the poems/songs and movements. The songs and dances of the
Nahua carried memories, individual and communal history, and prayer. The
ethnographic work ofe Franciscan and Dominican friars speaks about multiple
practices in which Nahua history, memories, values and morals are maintained and
preserved for each successive generation. Nahua knowledge, history, memories, values
and morals were preserved fomgeations to come within their songs and dances, in the
images of the codices, on the walls of their temples, and imuttieuetlatolli. According
to Edmonson the Ahuehuetl at ol {fheprayersyer e t he
discourses, salutatis, and congratulatory speechieswhich traditional religious,
moral, and social concepts handed down from generation to generation were expressed in
traditional | angua g e huehudtl&alliarccaddsessed ingtedter : 8 2 )

depth in ChaptefFour.
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Sacred Dance:
| will briefly describe and review the precolonial Nahua view of what constitutes
sacred and secular dance events. Sacred and secular dance events were widely divergent
in regards to their meaning and function.
Sacred dance eventsvolved around an eighteen month ceremonial calendar.
Every month in the Mexica calendar was dedicated to a certain god and there was a
corresponding festival and ceremony. The first month was Cuahuitl Ehua, meaning the
Atree i s r ai s gdndallpriyergaene addressédaobllalacathe Nahua
rain god. (Kurath 1964: 68). The second month in their calendar was Tlacaxipehualiztli.
Kurath describes in great detail the main danzantes, themes, and function of each of these
ceremonial events.nlher words,
the second festival, (was performed for the arrival of) young vegetation, Xipe
Toltec, the main actors were young nobles. The underlying theme was conflict
between summer and winter, sky and earth, light and dark, (and they were)
impersmated but Eagle and Jaguar knights...The dualism of this struggle shows in
a schematic reduction, with an alignment of priests and captives, warriors and
captives, two groups of warriors (of Tenochtitlan and Tlaltelolco), old and young
warriors , male ad female dancers. Other ceremonies feature a similar dualism,
not always equally pronounced (Kurath 19646883.
Each successive month also had a patron god and corresponding ceremonies and
festivals.
Danza was also performed by the Mexica beéme after they returned from war
and before and after a sacrifice. Kurath asserts that within her work as a dance
et hnol ogists she has observed that, Al n al

their devotion to gods and land. They love tiiestas, but they put their heart and soul

into dances inherited from their fathers for rain and crops. In these they retain memories
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of the past.o (Kurath 1964: 170). Cer emon
important and reverepracticesim danzant eods i fe.
Secular Dances:

Within scholarly literature pertaining to the anthropology of Latin America,
Mexica and Nahua studies, and Chicana/o stuDi@sza Azteca is largely known for its
rich ceremonial dance calendar and war dances. Thdaselances of precolonial Nahua
society have not garnered as much attention as the ritualistic and ceremonial
performances of danzas. Marti is one of the only scholars who has written extensively
on secular music and dance in precoloNiahuacivilization. He asserts that there were
multiple types of secular dances and music: songs for love, grief, happiness; additionally
there were any number of songs and dances composed for the entertainment of the
nobility and peasant classes. Marti quotes Dut&867) as he describes the secular
dances in contrast to the ceremonial dance
serious and gayer, that were dances and so
d a n dtelmdémacehualiztliand in them theyasng of love and wooing, as they sing
them today when they are in a happy moodo
integral sites for the expression of unity and identity and the maintenance of power, but
they are also performed for pleasure and ententane nt , and t o express
innermost feelings. Everyone who could dance in precolonial Nahua society did. They
also had an extensive professional class of musicians, dancers, poets, and actors who
were commissioned by nobles for mostly l&viiances and festivals, or intimate dinners
(Marti & Kurath 1964). Mar t i guotes Sahag

theatrical performances below:
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Sahagun informs us (Ch14), AThere was a
Mixcoacalli. In this plae the singers of Mexico afdatilulco met to await the
commands of the Principal [in case] he wished to [have them] dance, rehearse, or
hear the newly composed songkey had at hand all the vestments for the
dancegareito), drum fuehuef), slitdrun (teponaztl), with the accessories to
playthem, and some rattles callagacachtlj and aetzilacatli(gong), and a
omichicahuaztl{(bone notched stick), and also several flutes. [There were
present] all the master magns and singers and dancgdarti 1964: 60).
This professional class of dancers, singers, musicians, and actors were highly sought after
by the nobility because dance, song and poetry were highly valued in Nahua society, for
religious and socigolitical reasons, but also for plsure and entertainméht Marti also
describes the theatrical performances that were put on by these same professional
dancers, singers, actors and musicians. I
singing and dancing but also represented comedatagedies based on some event of
their valiant deeds. Thus, they had many kinds of dances. Sometimes they sang the
praises of the ruler and sometimes those of some great hero or Principal or perhaps of the
deity which they were honoring, andinsomeetr songs Vvictories wer
(Marti 1964: 63) Nahua expressive cultural practices, encompassing the theater, danza

and song, in sacred and secular venues were highly codified and valbhegredolonial

Mexica empire.

Danza in Spanish Colaial Mexico:

Below | will briefly review the imperial Spanish colonial policies regarding the
colonization and conversion of the Nahua population in and around Mexico City. More
specifically, | will focus on the policies pertaining to Danza and itsectspe expressive

cultural practices, and how these policies were enforced by the Spanish Crown and the

%6 The Mixcoacalliwas pillaged and burned along with the majority of the professional
musicians, dancers and actors inside by the Spanish military after the fall of the Mexica
empire.
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Catholic Church to ensure the conversion and colonization of the Nahua populations. In
order to assess what resources the Spanish had obtained iro Mlegycordered a
Descripcion de Nueva Espafiaan i ntensive study of the | ar
holdings, exploitable populations, mineral resources, and a sociological study of the
populations so as to better determine how they should control anchdbeezxtremely
large and widely spread out native populations of Mexico from Central Mexico to what is
now present day Guatemala (Baudot 1995: xviii).. The first Descripcion ordered by the
Spanish crown began immediately after the conquest of the Mexipae in 1521
(Baudot 1995, Edmonson 1974, LeBaortilla 1992). There were multiple Descripciones
completed throughout the rest of the sixteenth century, each under different leadership,
councils, researchers, and research goals. Thesddastipciors(studies) focused on
the areas in and around the cities surrounding Mekamchtitlan. Once these were
completed the Spanish crown requested further geogrdpsaripcionof Mexico from
Colima to Guatemala, an area spanning 2000 kilometers (Ba®@6t Edmonson 1974).

The first completelescripciorwas completed in 1832, but it did not reach the
Council of the Indies until years later and it was believed to be deficient in many arenas
(Baudot 1995) . Baudot 6 s aircg uiedse ftihca te ntchiee se
more than a reflection of a state of awareness, of a consciousness of a need to know the
workings of the native societies in order to control their destinies and, even more, to

organi ze their expl-8)TheSpanishiCrown wasBawanedhatta 1 9 9 5

2" The Descripcionordered by the Spanish Crown was an extensive studyMe x i ¢ 0 6 s
geographical area from centr al Mexi co thro
the (monetary) resources of the current nobility, as well as the mineral holdings they

could exploit.
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larger more through ethnographic investigation was needed. New instructions were
dispersed by the Spanish Crown via the Vatican to Mexico.

The new Descripcion de Nueva Espana was now primarily under the control of
theFranciscan and Dominican Orders. The Franciscan and Dominican missionaries
were having difficulty converting the Nahua populations, and they were cognizant of the
fact that it was due in part to their (the Nahua) social, cultural, and religious betiefs a
system of transmission through song, dance, and their oral tratfitidRsr this reason,
Baudot states that Bishop Ramirez de Fuen Leal, the first Bishop to gain control over the
descripcion advised the crown on exactly what should be added tohthegraphic
study, primarily a larger sociological investigation of the Nahua (Baudot 1995: 40).

Leon-Portilla shows us that church and crown for the most part suppressed and
destroyed Nahua culture and hi st orwas He a
considered to be the work of the devil, most church officials attempted to suppress what
constituted the very conscience of -that cu
Portilla 1992: 75). It was only the work of a few of the friars like §ahaOlmos, and
Duran, who preserved the teachings and a few of the original codices. According to
Leon-Portilla, Sahagun:

devoted himself as no one else to the study of the cultural institutions of the

precontact world...Among other themes, he inatigeestions about the rites,

priests, gods, feasts, customs, the heavens, the count of the years, the hereatfter,

humanaffairs, kinship, customs of the lords, occupations, insignia, legends,

formal education, childearing practices, sexual morals raktgy, the crafts,

intellectuals, philosophical ideas, law, medicine, nutrition, botany, animals,

precious metals, stones, ethnic origins, literature, proverbs, refrains, moral and

theological discourses, hymns and songs, and even a native versierhgtory
of the conquest. (LeeRortilla 1992: 7677).

28 The oral traditions of the Nahua encompassed oratipeacsuch as recited and sung
poetry, the huehuetlatolli, codices, and other painted manuscripts.
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Sahagun, perhaps today the most famous of the Franciscan friars, completed hundreds of
smaller studies but is most well known for his Historia General. However, much of his
work, as well as thaif the work of other friars was confiscated in 1577. The
confiscation and termination of all work pertaining to the indigenous populations of all of
the Americas was ordered by King Phillip I
t hat t hmanistic wridngswiouldincite native revolts in their colonies ( Baudot
1995, Edmonson 1974).

Baudot argues that the purpose of the C
investigation, that is, their role and reasons for undertaking the work of the general
desc i pci on, was for the express purpose of
institutions of the Mexican® better convert them and to preserve the originality of those
elements of their social organization that were worth saving in order to e a
Christianityo (Baudot 1995:33). The Catho
would go more smoothly and that the eradic
system would be final if they had a better understanding of how not onlgtsaiology
and religious observances worked, but full knowledge of their kinship systems, social and
cultural customs, morals, values, education system, ideologies, and laws (Baudot 1995,
Edmonson 1974, LeeRortilla 1992). Edmonson states that:

[Sahagunghose as specific purposes of his work the knowledge of the former

religion, in order to prevent the return to idolatry (as did Acosta

1962:14,45,215,278,et al), the recording of an extensive nahuatl vocabulary which

would help in preaching, and the clissure of the old customs in order to correct

the false opinion that the natives possessed a low cultural level before the arrival
oftheSpai sho (Edmonld3.n 1995: 112
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Sahagun and his Nahua scholars went even further than any previous schatatship
compiled studies on all aspects of Nahua civilization. LRortilla asserts that they were
responsible for recording, fithe rites, pri
of the years, the hereafter, human affairs, kinship, custonhe ddrids, occupations,
insignia, legends, formal education, chikhring practices, sexual morals, astrology, the
crafts, intellectuals, philosophical ideas, law, medicine, nutrition, botany, animals,
precious metals, stones, ethnic origins, literatureyqrbs, refrains, moral and
theological discourses, hymns and songs, and even a native version of the history of the
c ongu e s iPortila 1092:€/6).n

The Franciscan and Dominican order s, I n
to convert the nativeby persuasion or by force...[and] deal with linguistic problems and
semantic differences: for example they saw that the natives had unique modes of
conceiving and explaining concepts. o (Edmo
the fact that thewere not allowed access to a sizable amount of the Nahua population
necessitated the utilization of Nahua researchers. These Nahua scholars, trained at the
Franciscan College of Santa Cruz in Tlatelolco, conducted the fieldwork necessary to
compile the Geeral Descripcion ordered by the Spanish Crown. (LRortilla 1992,

Baudot 1995, Edmonson 1974).

Nahua Scholars in Colonial Mexico:

Much of the scholarship about precolonial danza is credited to the Franciscan
scholars. The Franciscan and Dominicansiisaries are credited with being the first

historians to record Aztec history, but, in fact,-padonial Nahua had a large class of
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educated professionals who did record Nahua history (Pewtilla, Klor de Alva 1989,
Edmonson 1974). According to Ledortilla:

Those who lived in ancient time®t only the Mexicas (Aztecs), their neighbors

the Tezcocans, Tlaxcalans, and many othetsalso their predecessors, the

extraordinary artisans, the Toltegseserved the nmeory of their past by means

of oral tradition and through their ancient paintedmascripts, or codices...[the]

history of their origins and migrations along witlpresentations of the evolution

of their culture in the many chronicles, mygthegends, and poems that are

preserved in museunasd libraries throughout Mexico. (Ledtortilla 1992: 3).

When the Spanish arrived they destroyed the majority of the codices, with the exception

of a few preserved original sources. The Franciscan missionaries saw the importance of
these historical ahcultural sources for a wide variety of reasons. Baudot explains that

the Missionaries believed Ait was necessar
and at the same time to preserve what was fundamental in their originality and what

would protet them from the Spanish culture the Franciscans considered to be a
perversion. o0 (Baudot 1995: xi) This senti
Nahua culture, and using it in defense of the degenerate and sinful Spanish military

behavior is elsoed in the work of Edmonson.

The Franciscan and Dominican friars are credited with the preservation of Nahua
history and culture, but the scholars who did much of the research on Nahua society and
the culture of the Nahua civilizations were Nahua schaldro were trained at the
College of Santa Cruz in Tlatelolco, a Franciscan University staring in 1536 (Edmonson
1974: 226, LeotPortilla 1992: 75). They were trilingual, Christianized scholars who
wrote extensively on thieuehuetlatollj and the songs drdances of the Nahua.

Edmonson asserts that the Franciscan research methods were to employ these trained

Nahua scholars to use fia variety of inform
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traditional religious lore, females for herbal and medicinarmftion,calpixqui
(mayordomos) or tonalpouhqged i vi ners) for esoteric data.
one of the primary reasons the finative Nah
the priestly class was limited and that it was principally whe pochtecamerchant)
class that his (Friar) contacts were exten
The wor k f Historis@hesabda ke Gosas de Nueva Espaas
conducted primarily by Nahua scholars Antonio Valeriano of Azcapotzisladin
Jacobita, Andres Leonardo of Tlatelolco, Alonso Vegerano, and Pedro de San
Buenaventura of Cuauhtitlan, who were trained at the College of Santa Cruz in Tlatelolco
in and around Mexico City in Tepepulco, Tlatelolco, and MeXieaochtitlan (Leon
Portilla 1992: 77).
According to Baudot the ethnographic work of the Nahua scholars and the
Franciscan missionaries revealed that dance and song expressed and reinforced their
social structure, culture, cosmology, history, military traditions (war artdryi dances),
religious traditions, and auwatoB5, lcea@rordllar 6 s st
1992)
Anthropology of Dance:
The anthropology of dance has shown that the suppression, prohibition, and
regulation of indigenous dances under colbrggimes are an index of the significance
of dance as a site of political and moral anxiety for the colonizers. Dance practices were
believed to be a threat of political resistance, a signifier of indigenous political order, as
well as a medium for redan. Dances forms that were collective performances were an

even bigger threat as they were believed to increase unity and power within the colonized
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populations (Reed 1998: 5@310). Throughout history, historians have chronicled the
abolishment of saed and secular dances performed by multiple marginalized
populations. This anxiety and abolishment of dance which is equated with potential civil
unrest is due primarily to the fact that,
power. It hashe power to integrate individuals or groups of different social, political,
and ethnic affiliationso (2001: 114), and
marginalized populations to challenge the existing hegemonic power structures.

This scholarly literature on dance has given voice to the importance of dance as a
tool for both the colonizers and indigenous populations. The forbiddance of dance was a
tool wused by multiple colonizing projects
order to control and regulate disorderly practices (Reed 1998 B3 Both the
Spanish Empirg, and the Mexica Empiteéwere cognizant of this fact and both
strategically enforced policies to maintain their respective imperial rule over colonized
popuat i ons. Whil e the Mexica actively incor
cosmological practices during their reign, the Spanish enforced a strict abolishment of

Nahua danza and their religious practi¢es

29 The beginning of their colonial reign started in 1521with the fall of Mexico City

%0 The Mexica arose to power in the pakissic period. The Mexica settl in Mexico

Tenochtitlan in 1325. They formed the triple alliance (see apppendix for further

discussion) and they were at the height of their power from the early-182Qs

31 Danza was first tolerated by the Catholic Church and Spanish crown, I&thuheh

saw that dance and song were hindering the conversion efforts so they advised the crown

to abolish all dance and song practice. This abolishment was primarily enforced in and
around Mexico City or near the various outposts they held in other, diatetance and

song in the remote regions of Mexico continued to be practiced because there was no one
to enforce the crownds abolishment of danz
that were deemed Aheathen and works of the
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The practice of suppressing colleetigtance forms associated with the
unification of marginalized populations is apparent in the devalorization, belittling, and
eventual abolishment of Danza Azteca during the coloni&.eNot only was Danza
forbidden, but to play the drum was forbiddesoalDanza Azteca was a powerful force
that Spanish authorities felt needed to be contested, contained, and finally abolished.
Ant hropol ogi st Anca Giurchescu has stated
the shared dance |0&alg)uTaigteeoryi$ eféctivelycdispaged u 2 0
by the suppression of Danza Azteca in this time period, as well as by the oppression and
subjugation of the indigenous populations participating in the dance events.

Dance is a powerful force, so much battearly studies in the anthropology of
dance focused primarily on dance in formerly colonized areas of the world throughout the
the colonial era. Much of anthropological research pertaining to colonial acdmiset
dance in formerly colonized areafthe world, such as Danza Azteca, have focused on
musi c and danceds ability to incit-e as wel
historical time period. Danza Azteca expresses and incites social, political, and cultural

change, in this as welkan other socidistorical time periods.

Creation of Conchero Danza:

This is the peoplebds response to the po
of community, the love of the earth and nature, work, and respect for one another.
Even when theicities withered and died, the people survived. And so, perhaps

more mysteriously, did their art, even when it was not humanistic or popular art at

all, but rather an awesome, unearthly celebration odithee, of death, and of

time. (Fuentes 1992: 10.

32 Abolished farly early on in the colonial era, and Danza Azteca was not popularized
again until the 1930s, although it was practiced, Conchero was more visible in the cities
and Danza was popular in the remote regions of Mexico.
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After the conquest of Mexico, the colonizing and conversion efforts of the
Spanish deeply transformed the popular representation and reception of Danza Azteca.
Danzantes initially experienced minor barriers to the practice and performance of Danza
and its respective expressive cultural practices (song and drumming). The Spanish held a
general mistrust and dislike for anything associated with indigenous expressive cultural
practices, but in order to convert the indigenous populations the misssrérfiest
all owed the incorporation of their fApagano
and rites. The Nahua would substitute Catholic imagery: The Virgin Mary, the Holy
Trinity and other patron saints in for the Gods they had previously igpesth One of
the most famous and powerful of these transformations is tAanaintzin the all
power f ul goddess fAmot herlaV¥igentdehQuadaluph.o was w
Tonantzinand theVirgen de Guadalup are still celebrated side by side egehr, on
December twelfth, in both Mexico and the United Sta@ése god of Spring and Corn
was worshipped as San Isidro. And Ehecatl was worshipped as Senor de Santiago. After
thedescripcionwas well underway and the Nahua religious and culturaésysbf belief
were known, the Franciscan missionaries advised the Spanish Crown to enforce the full
abolishment of Danza and the playing of the drum. A strict forbiddance of dance,
drumming, and song was then enforced, and for anyone caught dancingoriciguhe
penalty was incarceration or death.

The abolishment of Danza and the connected expressive cultural practices
(poems, songs, and drumming), and the conversion efforts of the Catholic missionaries
gave rise to the Conchero Movement. Concher@B#ha syncretic movement, where

danzantes abandoned the abolished danza movements and the drum, and instead utilized
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the mandolin andlabanzagtranslated Catholicized versions of danza songs and poems
set within the Catholic hymnal tradition, see Cleaptour for a more detailed description
an analysis odlabanzasand the practice of singirajabanzasn Grupo Quetzalcoat!
Citlalli) in their danza practices.
After danza and drumming were abolished under Imperial Spanish rule, a new
form of danza aros€onchero Danzaa syncretic form of Danza set to catholic hymns
and the mandolin. Addressing Conchero dancing in contemporary Mexico, Rostas
provides the following assessment:
The Concherosdé dance i s part ofhicm | ong
although they often use Christian themes,@eHispanic in origin...The
religiosity of the Concheros is syncretic, like tbatnost present day indigenous
religions. It consists of a fusing of Cath@im with various autochthonous
traditions: @ssible remnants of the practices &f Mexica and more particularly
of the Aztecs....Predominantly, however, the religi tradition of the Concheros
has been creatively constructed from the many ambgs traditions and Christian
influences in the cerdl region of Mexico...8me groups are ostensibly more
Catholic than others, especially those with anohldembership, which often also
comes from small towns or rural commurstieMost Concheros claim to be
believers ¢reyentepsof the Catholic Churchglthough much of their ritual and
many of their beliefs are particular to themselvEkey do, however, use
CatholicSai nt s6 fi estas and ndhawewerthesauatesi de ct
churcheghat were built on the sites of Aztec temples, and thelkanoes are
veryawareoft hi s. 0 (R6stas 1991: 5
In the 1930s , Manuel Gamio, the head oflfiireecion de Antropologiastates that in
1930s Mexico, the Catholicism practiced by the indigenous and rural populations in
Me xi co was oal ificpiasgnaon, chaet hst at ed t hat the con
Church nAfailed to Iimpart any true knowl edg
Indians, since all that occurred after the conquest was the substitution of pagan idols by

Catholicimages.d t his day (1930s) the natives prac

strange hybrid of superstition and idolatrous religious concepts, very far from the
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principles of Roman Catholicism.o0o (Brading
known of in the begining of the colonial era and was heavily documented, by the

Franciscan friars. Andccording to Gamiacontinued for over five hundred years in the

remote regions of Mexico. This statement is echoed by Senora Angel Berta Cobb, the
founder ofGrupo QuetalcoattCitlalli. She grew up in a village in the high Sierras of

Puebla and to her knowledge the Danza practiced by her family and village, is the same
Danza that has been practiced from generations past. This is a Danza Azteca style and

not Conchero Bnza, so although Danza Azteca was abolished in the beginning of the

Colonial Era, it continued to be practiced in her village in Puebla. | believe this is due to

the fact that it was very remote and difficult for the Spanisdttess these remote

villages.

IndigenismoMovement in Mexico:

The Concheros kept Danza alive for four hundred years, while the representation
of Nahua people and Nahua practices were suppressed and devalorized. Prior to the
Mexican Revolution Brading argues that most ofthé, n di genous popul ati o
considered to be a part of the Mexican nat
The national representation of the indigenous people and their practices underwent a
major transformation beginning with and, durthg time of the Mexican Revolution
(19101920). The devalued and belittled representation of the indigenous people
transformed once again, and the rise ofitlcdggenismanovement was also beginning to
take shape during this time period. (Brading 1988y$&m 1998, Fuentes 1992). But it
was not until much later during the Lazaro Cardenas presidency, frorl2484that

theindigenismanove ment f ul |y bl os s omeviéxicad Theér emepr e
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became a source of national pride and the indigepeogle of Mexico were viewed as
hi storically powerful, intelligent, and dt
masters of art and architecture on par with Western Civilization by the Mexican national
public. The indigenismo movement progressed ang@iineiples and values of the
national movement were not only present in the political sphere, but in the social, cultural
and artistic spheres as well.
Dawson concisely summarizes the rise of the indigenismo movement during the
postrevolution years belw:
Postrevolutionarylndigenismagained prominence as a nationalist endeavor in a
society seeking to recreate itself after a decade of civil war. Drawing their
symbolic capital from the increasing authority of social scientific methods, the
activismof an interventionist state, and the Mexican Cultural Renaissance,
Indigenistasver e uni quely situated to redefine
and 6l ndiand in Mexico. From this priwv
ancient Indian pasts the source of the Mexican nation, but also connected living
Indians to that past, and acclaimed them for the first time as an integral part of the
modern nation. In doing this ttedigenistasoecame one of the most powerful
voices in explaining dture and society in posevolutionary Mexico. (Dawson
1998: 279280)
Indigenismo in the posevolutionary era was different from past indigenismo
movements becasue it was the first time that the modern Indigenous population was not
seen as ta efirpalsitc @fn I ndi an ot hero. The 1 n
supported through official government agencies, such as the Dirrecion de Antropologia,
as well as through popular movements of the time. Anthropology in Mexico at this time
played a pivotarole in Natiorbuilding. LeonPortilla argues that anthropology in
Mexico in the past #fA...has been primarily

precontact period, barely distinguishable from the n&toging historical period that

encompassei...anthropology in Mexico has always been centered on its indigenous
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populations and closely tied to the natlanlding project and, as such, can be
characterized aben at i onal d i-Portilia pOB2 xiwevd Oreeofdhe most
famous of the Mxican anthropologists, who was a founder of anthropology in Mexico
was Manuel Gamio.

Manuel Gamio the Afather of Mexican ant
Carlos Basauri, and Miguel Othon de Mendizabal all advocated for the advancement and
integpt i on of the indigenous populations into
Manuel Gamio the head of the Dirrecion de Antropologia, as stated by Brading,
Areinstated Anahuac as the glorious founda
reversing a ceary of Liberal scorn. Equally important he rejected-okssical canons
of aesthetic judgement and demanded a revaluation of natiffecart ms . 0 ( Br adi ng
76) . Gami obs policies were |l ater critigque
populatians, but his policies pushed for the assimilation of the indigenous populations.

The overarching purpose of Gamiobs policie
population. This resulted in the loss of indigenous languages, as well as the cultural and
artistic practices they were now nationally revered for.

Indigenismo was not only a national political movement, indigenismo influenced
the social, cultural and artistic movements of gesblutionary Mexico also. Many of
the great Mexican artists ofishera, were Indigenistas, who explored these topics in their
art. The most famous of the Mexican artists of the time were Diego Rivera, Sisquieros
and Orozco all of whom were very active indigenistas. Each one of them glorified the
indigenous image frora historical as well as modern day viewpoint. They utilized the

same history anohdigenistatopics but their techniques, political viewpoints and
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modalities they used to portray the tenetsdigenismadiffered greatly, which led to

discord between ththree. Bitter feuds erupted between the artistic powerhouses.
Sisquieros and Orozco largely feuded with Rivera because both Sisquieros and Orozco
believed Rivera romanticized their indigenous past for commissions sponsored by various
national agenciesindthey believed he altered his political beliefs to cater to foreign

powers that commissioned his artwork.

Lazaro Cardenas (19341 940) / AFesti val del Il ndi oo (19

Danza Azteca was also embraced once again in Mexico durimgigenismo
movementnd especially during the Lazaro Cardenasigescy from 1934.940.
LazaroCardenas took office after the staunchly conservative andattiolic
presidential reign of Plutarco Elias Calles. Westoalrgues t hat Cardenas
over the most radal phase of the Mexican Revolution, or what some historians call the
60Second Revolutionbo. He was instrument al
at the national level...and greatly expanded the distribution of land to the peasantry,
establislkd new wel fare programs, o (Weston Jr. 1
well-known for is the commercialization and nationalization of the Mexican Oill
industry. Cardenas came into his presidency advocating for laborer and peasant rights,
but by the 190s the push for indigenous equality and rights had subsided. Weston Jr.
asserts that ABy the early 1930s the Mexic
to the fact that political leadership had largely abandoned any sustained effort to carry out
agari an, | abor, and political reformo (West
Cardenasd | asting |l egacy resides in his

reserve. In 1938, Lazaro Cardenas invited the World Powers to Mexico City to
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commer ci al i ze t h.elnandarttoiingpress she foreign natiens, and aice s
in his sale of the nationds oi |, he organi
were to be shown the glory and magnificence of Mexican indigenous art, song and dance.
Cardenas sent out recrugep all regions of Mexico to bring back Indigenous dancers,
artists, and performers. Danzantes and artists were brought from across the country to
perform for the World Powers.

| interviewed Senora Angel Berta Cobb, the founddégipo Quetzalcoat!
Citlalli and participantinthd Fe st i vad idrelMdxiddom City in 193
Berta Colb one of the recruited danceasid, as noted earlier she was born in the High
Sierras of Puebla, Mexico. Government officials came to her village to asérddac

come with them to perform their regional dances in Mexico City for the aforementioned

AFestival del Il ndi oo0. She agreed to go a
|l ndi o Wayso (Cobb 2011). The fireesslhei val | a
performed, taught, and also took classes f

the Festival Senora Cobb learrfealklorico style dance while she was commissioned to
teach Danza Azteca. Car de n a soselofeehteltainting i s A f
and establishing Mexico as a world power, withiels of an artistic and culturalstory

based in their noEuropean, nowtolonized, indigenous (Mexica) history.

1970s: Chicana/o Movement / Cultural Renaissance / Transnational Expsion

today we are thousands of Mexicanos who are becoming aware and conscious of
our rich ancestral heritage that flourished in our lands and soon we will be
millions who are ready to rebuild Mexico; devastated by colonialism and
neocolonialism, so thaas predicted by our grandparents, raise up our beloved
mother earth, Anahuac, with great ferto realize its great destinff)Kuauhkoat!

2007: 9translation ming.
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Following the indigenismo movement in Mexico, the practice of Danza Azteca
increased andontinued to grow in popularity over the next four decades. In the 1960s
Florencio Llescas (Danza Azteca Jefe from Mexico) and Senora Cobb brought Danza
Azteca to the United States. Senora Cobb began dancing in the United States in 1960 and
she stated thdlorencio Llescas was here in the 1950s but he was primarily on the East
Coast at that time, and started teaching in California much later (Cobb 2011). In the
literature pertaining to Danza in the United States Florencio Llescas is the person
primarily gven credit for bringing Danza Azteca to the United States. Senora Cobb
stated that she believes this is because her group was composed primarily of her family
so her group did not receive as much atten

DanzaAztecdas transnational expansion came dL
for Chicana/os. Inthe United States, during the Chicano Movement of the 1960s and
1970s, Chicanas/os went in search of their indigenous past as a source and knowledge
base to redefine drire-write their ethnic, cultural and political identity. They searched
out a preconquest and preolonial time in their history, and rooted their identity and
history inAztlanand the Mexica and Nahua civilizations of Mexico. L&uortilla
outlines tle story ofAztlanand the journey of the Aztecs, and its centrality to the
Chicano Movement in the following way:

[The story of Aztlan and the journey of the Aztecs has an epic plot whose

beginning is found in ancient times, when a humble tribe wasHshisy the

original AztecqCastillo 1908) from a mysterious homeland it called Aztlan

(place of the herons) or Chicomoztoc (place of the seven caves). During their

long exile the Mexicas wandered among hostile strangers while anxiously

searchingdr the divine sign whose presence, prophesied by their god, would

mark their arrival in the promised land. The tale continues with the discovery of

the omen and the subsequent founding of MeXieonochtitlan at the sacred site.

With the description othe rise of the city the legendary account begins to shade
into partisan history, as reports of hard won triumphs against oppressive and then
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fearful adversaries conclude with lists of accomplishments leading to the

organization of a formidable empite. turn, this brief but glorious period of

expansion and consolidation, which every Mexican is taught to identify as his or

her historical past, serves as the moral background against which the defeat of the

perplexed Mexicas is unforgivably narratexitiae result of the treachery of cruel

and dissolute Spaniards. (LeBwortilla 1992: xv)

The Chicana/os based their history and collective ethnic identities in an indigenous past,
more specifically the Mexica of Tenochitlan, in the-pamquest time pard thereby

asserting their claim to a past free of the colonial restraints and repercussions historically
placed upon them.

The mid 1960s and early 1970s in the United States were characterized as a time
of social revolution. Revolutionary ideas and plap movements abounded in all arenas,
starting in 1958 with the Civil Rights Movement, and continuing through the mid 1960s
with the beginning of the Chicano and Black Power Movements. During the late 1960s
and continuing into the 1970s, we see the bumgeg American Indian Movement
(AIM), Hawaiian Cultural Renaissance, Farm Workers Movement, thenantiant
i mperialism and feminist movements grippin
time of Acultural renai s, daticemeridao,andChi can a
African-Americans.

These and other popular movements helped to create an environment in numerous
socialcircles in the United States whereby long held canons of belief were questioned,
and in academia this promoted the qumestig of the theoretical foundations of the past
and produced a generation of academics with budding ideas and new perspectives for the
future of anthropological theory. Chicana/o Studies programs began during the late

1960s and 1970s alongside the burgeg Chicano Movement and each heavily

influenced the development of the other. L&mntilla argues that during the 1960s and
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1970s the ethnic and cultural identity of Chicana/os was based in an indigenous
consciousness, in Mexica or Nahua history, theedmythic homeland of the Mexica,
Aztlan, which resided somewhere in the southwest of the United States was heavily

publicized and employed by Chicano scholars and artists within the movement. Leon

Portilla states t hat ,activisisGdughtctaidentify Aztlan witht s, s

either the sout hwest of the United States

he goes on to state that Athe Mexican
been amply nourished by Nahuathbug a nd c¢ u-Partilarl@2: xv{). [Aztlann
and an identity based inMexicaor Nahuahistory were key components in creating a
decolonized indigenous consciousness (see Chapter Seven for further discussion on
decolonized consciousness and the-ipdigenous identity of the Quetzalcoétitlalli

group).

During this exciting and revolutionary time period Danza Azteca was

nat.i

wholeheartedly embraced by the movement, as well as by Latina/o and indigenous people

not involved with the socipolitical movenent. Danza was utilized by community

leaders and by national party organizers. Danza continued to grow exponentially in the

following decades. Danza Azteca began in California with only two groups in the 1970s.

Today there are over a hundred group8atifornia alone. There are a multitude of

groups in the southwest, where the Latina/o population is prevalent, but Danza Azteca

can also now be seen across the northwestwagt and the east coast of the United

States. Although théanzagdancesprd pasog(steps within each dance) of each group

are similar, distinctions can be seen depending on the dance genealogy of each group. In

addition, Danza Azteca groupsodo respect
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depending on the soeqmolitical cortext each group is embedded in, as well as the
positionalities of the group and théira e s t (teAcbes d leader of a danza group)
or Jefesd (leaders and teachers of a danza
lineage derives from Florencioldec as and hi s teachings of nE:
There are groups who mainly dance at ceremonies, and others who have a large
presentation calendar in addition to ceremonial dance. Some groups dance for
communitybased organizations, various socialligical or cultural causes, and festivals,
while others take a more political stance and danoeathas(mobilize to show
support and grant visibility for a social, political, or cultural cause), and other political
events in their area.

Dance is areffective mode of communication used to transmit multiple ethnic,
cultural and national identities. It is a tool used locally and globally by marginalized
populations to express their ethnic solidarity and identity. It is also utilized as a tool of
political resistance. On the national level, it is also used as a unifying and controlling
tool in accordance with various natistate ideologies. Danza functions as a tool used in
the continuation of tradition or may be appropriated and resignified tcsegyirne
shifting social and political norms of a given historical time period. Marti argues that
within the Nahua communities i n Mexico, i M
vital forces in the life of the indigenous community, expressing itis,fabpes and
fears. o (Mart. 1964, 25). Dance and song
expression and reception of history, gendered political, social and ethnic identity. Dances

may express individual f esoryi Ihigasparticalarhc o mmu n i

33 Male and female leaders and teachdiisere are a large number of women danza
leaders in California.
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power ful site because of its ability to ex

sense of space and place, and collective dances, the shared experience creates a
supportive environment for the expression, reception ekioavledgement of multiple
identities or history.

Danzads mall eability, versatility, and
meaning is exactly what makes it such a powerful force. In the next chapter | define how
the danza group creates a gltedanza language and | review the political economy of
Danzalanguages. | argue that the shadedzalanguaggacquired dance language or
communicative competencdlahuat| and Spanish are wielded as oppositional and
resistance linguistic practices @dnzantes and their families. | develop the concepts of
kinesthetic literacy and kinesthetic communication which are based within the linguistic
concepts of language socialization, literacy, and language revitalization, as well as in
phenomenological metldology. | will argue that dance can convey or communicate as
much knowledge as oral or written communication.

| explore how danzantes access and express-Btmical memories, based in
Mexica history, through the embodied act of dancing, theredgtiog a patindigenous
identity. Dance, and each movement within the dances, are seen as words to a prayer.
Through the movements, and the utilization of the kinesthetic sense, the danzantes are
able to experience in unison the remembering of shisibrical memories and the
creation and expression of a new jagigenous representation. | argue that this has led
to the formation of a new identity and sense of space and place based-imaig@&mous
ideology. Throughout the chapter | utilize therkiteire of the anthropology of human

movement, the anthropology of experience, linguistic anthropology and phenomenology
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as well as experiential data gathered in the stractured faceo-face interviews |
conducted over the past two years, as well an ftata gathered from the video | shot

during several ceremonies and presémtatover the past three years.
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CHAPTER 3

SOCIO-HISTORICAL MEMORY: REMEMBERING AND REWRITING THE
PAST THROUGH DANCE

All artistry originaes in keen use of the Human senses, which also gives each
religious devotion its shape, strength, its assurance...such devotions spring from
the depths of the human heart as expressions of its innermost vitality, and as each
changes over time and spacedsats expressions in afLoza 2009: 11)

In this chapter | first briefly review some critical human movement theory and
utilize language socialization theory as a model for the dance socialization process |
observed irGrupo QuetzalcoatCitlalli. | then investigate the naming practices of
danzantes6 children as a cultural and poli
DanzalLanguages and argue that the shal@azalanguagé® ( or acquired dance
language, and communicability in danza stepstaachingsNahuat| and Spanish are
wielded as oppositional and resistance linguistic practices of danzantes and their families.
Lastly, | develop the concepts of kinesthetic literacy and kinesthetic communication
which are based within the linguisticrazepts of language socialization, literacy, and
language revitalization, as well as in phenomenological methodology. | argue that dance
can convey or communicate as much knowledge as oral or written communigation.
utilize scholarly literature from thenthropology of the senses, anthropology of human
movement, anthropology of the body, medical anthropology, phenomenology, and
critical literature from borderland studies, Chicana/o studies and linguistic anthropology.

| employ data gathered from the pbgtaphs and video | shot of each type of danza event

including ceremonies, presentations, big times and gagseover the past three yeais

34 acquired communicative competence in danza
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also utilize the experiential data gathered from the -stmctured fac¢o-face interviews
and several followup interviews | conducted with danzantes from the Quetzaicoatl
Citlalli danza group and the Maestro of the White Hawk dance group.

| then focus upon the danzantes remembering aagpsopriation of socio
historical memories, based in Nahua histdnyptigh the expressive cultural practices of
Danza Azteca, for the dissemination and legitimation of sbisitrical information and
knowl edge, which informs the danzantes?o
explore how the danzantes accessragdnstruct socihistorical memories thereby
creating a pafindigenous identity and way of life through the embodied act of dancing.
The dances, and each movement within the dances, are seen as words to a prayer.
Through the movements the danzantesra able to experience in unison, the
remembering of soctbistorical memories and create a new-patigenous ideology and
representation. This shared pgadigenous ideology and identity acquired through danza
events and expressive cultural practices #i@ danzantes in creating and expressing
various aspects of their muftiex identity (see Chapter Seven for more on rplék
identities). | utilize the literature of the anthropology of human movement, the
anthropology of experience and phenomenolagyell as experiential data gathered in
the semistructured facéo-face interviews | conducted over the past two years, as well as
from data gathered from the video footage | shot during several ceremonies and

presentations over the past three years.

% Danzantes incorporate and utilize all of their senses during danza, the kinesthetic
visual, audio, and olfactory senses but in this chaptesud solely on the movement of
danza. See Chapter Four for a focus on the auditory expressions, music, songs, and
drumming, and Chapter Five for a meggnsory exploration of danza events, and
Chapter Six for a focus on the visual representations ofadanz
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Shared Dance Language: Acquisition and Socialization:

This section will build upon the current literature that links the anthropology of
human movement, anthropology of the senses, and linguistic anthropology with
phenomenology. | am not attempting toidefDanza or to place borders upon it; rather |
problematize the notion of what dance is and entails. Current anthropological theory
concerning human movement is based within a linguistic paradigm. The acquisition and
socialization process for entry intfoe Danza group greatly coincides with linguistic
acquisition and socialization theory. Each danzante is socialized and first acquires the
shared danza language and knowledge of the movement system. This is followed by the
acquisition of the philosophy drhistory of Danza. Knowledge of these two processes
and knowledge systems (dance language and Nahua history) allows the danzante to
transmit as well as receive encoded meaning through the embodiment of the dance. The
socialization process of danzantesncides greatly with linguistic acquisition. During
the socialization process dancers learn not only the movement system but also the
cosmology and intellectual traditions of the Nahua, which grants them a new worldview
and way of life based in the Nahbelief system.

This study should broaden the scope of what dance entails anthropologically, to
include concepts such as kinesthetic (dance) literacy and kinesthetic communication,
through a shared Danza language, which is based within the linguistiptooote
language socialization, literacy, and language revitalization. | propose that the danzantes
belong to a group which utilizes multiple modes of communication, including orality,

literacy and kinesthetic communication; however, | believe the groupeges orality
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and kinesthetic literacy when teaching danza, its expressive cultural practices (song,
dance, visual art), and danza philosophy.

The relationship between language and experience is a complicated encounter
when the individual is muHiingual. | explore how an individual perceives and gives
meaning to an experience through language if they are-himgjtial. Sapir states that

| anguage fidefines experience for us by rea

our unconscious projectianf it s 1 mpl i cit expectations 1in
1964: 128).

Language bestows meaning onto an indiuvi
perceive the world around them. Sapir arg

perception bthe world around them, but he does not address how-hmgjtial speakers
shape the world around them, nor does he address howmnualéll speakers, (i.e. dance
language) create their habitual worldview. It is well known that different modes of
communi@tion, structure modes of consciousness, so it is safe to assume that knowledge
of a shared dance | anguage (danza | anguage
world around them.

Monolingual speakers have been studied extensively in lingurgticagpology
but native multilingual speakers in muitingual environments have not had the same
breath of literature. How does an individual who is raised in a4timgual environment
and is a native speaker of more than one language and mode of mication perceive
the world? Do the two languages and modes of communication compete for the
worldview? Does one language or mode of communication take precedence over the

other in certain situations and how is that choice made? | believe that thentliese
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lingual and multimodal individuals create a hybrid, mytiex world view and have the
ability to alter their linguistic choices in accordance with where the event is situated, an
din accordance with whose social hierarchy is valued or deemedrvabah location,
because different venues or social situations may harbor different values and can attribute
more power, prestige and agency to different languages and modes of communication.

In danza events one sees that linguistic choices are maee gitaccordance
with the knowledge base of the other speaker in the specific encounter, or that the
linguistic choice may be made in relation to the dynamics of power in the given social
interaction or dance evenbDanzantes are agents who make eduazgtedtes as to which
discourse, linguistic utterance or mode of communication should be used within each
situated locality. They may choose from multiple languages and multiple modes of
communication ( dance, music, Nahuatl, Spanish, English). Thestodecare based
upon what choice will best suit the context of the situation, in order to maintain or
enhance their power and prestige.

For example, danza presentations occur in multiple venues throughout the region.
They may be at elementary schogisuth authorities (juvenile halls), business meetings,
graduations, Native American events, weddings or funerals. The presentation of danza
and the contextualization of the dance event shifts in accordance with the context of the
situation. The dances aben to be danced will be different at a wedding then the dances
chosen for a funeral. The language used at a Mexica or Native American event will be
different from the language chosen for an elementary school. The Maestro of the group

makes educated cioes about which language should be used and how to contextualize
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an event for the knowledge bases or lack thereof as it pertains to the audience in
attendance.

Communicative competence within the danza mode of communication also comes
into play when chosing which dances to dance at presentations. Danzantes have a
shared danza language. The danza language may shift slightly between different danza
groups. This difference is due to the varying danza lineages. Danza groups have very
specific dance lineges, some of which can be traced to the 1600s. So variation in dance
steps and styling are clearly distinguishable if one has the acquired communicative
competence in danza langudyewithin the group a communicative competence is
achieved once a danzarttas acquired the danza language. Itis well known among
danzantes that most audiences they dance in front of do not have the shared danza
language nor do they have communicative competence in danza so if a danzante misses a
step or two no one in the a@adce usually sees the mistake. For example, | attended a
big time in Auburn in 2011 and was unable to dance because | was injured, but | came to
show support. Danzantes verbalized to me that they were nervous because | was
watching and | would know if ratakes were made. In these situations when the Maestro
is contextualizing the event for notlanzantes he will sometimes explain about a dance
for Ehecatl (the wind god), but dance the dance for Tlaloc (the rain god). In
presentational contexts wheretl are other danzantes present this would not happen.
He would dance the exact dance he was speaking about. However, this nervousness does

not occur in ceremonial contexts, when the danzantes are surrounded by other

3 | would describe the difference in languages as mirroring Spanish spoken in Spain and
Spanish spoken in Mexico; and the English spoken in England and English spoken in the
United States.
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knowl edgabl e danzaknetresso )(;c ormgptehteern,t Ifi shpaev e on
presentational contexts.

Next, | analyze the development and privileging of alternate modes of
communication: orality and kinesthetic literacyam in no way stating that the group
does not utilize or valueracy. Literacy is highly valued. Academic research is
another way danzantes gain knowledge about the Nahua belief system, as is evident in
the high percentage of danzantes who have graduate level degrees and work in education.
However, in the majoty of everyday interactions and danza experiences, orality and
kinesthetic communication are privileged. Depending on the presiding set of ideologies
and sociehistorical circumstances, each community will be more or less receptive to the
introduction ofthese new modes of communication. | take into account the ideologies
and set of experiences that each individual and community has when entering the
situation Various ideological beliefs will in turn influence the shared meaning of the
encounter and cormumication whether it be oral, written, or kinesthetic (dance), and
oneds preceding knowledge and ideological
if any is gleaned from each encounter.

Ewald states that some sociellgzeferred oral communicatidrecause it was
faceto-face and grounded in their cultural milieu. Oral communication successfully
sustained the Adynamics of -2a3n éarguethataHei t i c al
danzantes in grupo Quetzalce@itlalli, are revitalizing and enipying orality, as
reflected in theeantosandalabanzagdanza songs; see Chapter Four for in depth

description and analysis of théabanza} as well as kinesthetic literacy, as reflected in

37 His linguistic work dealt with an indigenous community inltda
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shared danza language. The problem that has arisen in fetmesooality of the songs,
poems, andantosis one of language, as the songs afdahuatland Spanish. A
significant portion of the danza community in this group does not speak Spanish fluently
and only one person i s idinaldoendar Senona Chibkb.h u at | |,
Language revitalization classes were introduced for a brief amount if time in 2009, but
they were soon discontinued because the teacher lost his availability to teach the class.
TheQuetzalcoatiCitlalli group is now holding wnthly cantosworkshops where they
thoroughly analyze, dissect and sing one song each night. See Chapter Four for further
discussion orantosand their recent revitalization within the group. The songs they
discuss may be written in eithahuat| English or Spanish. A recent emergence is the
translation of Spanisdlabanzaglirectly intoNahuatland English.

Re-appropriating danza and orality (the songs and poems of the Nahua), in an
alternate modes of communication and language not based inntiv@add language is
highly important among a large constituency of danzantes. This is evidenced in the
frequent practice among danzantes to name their chidirboatinames. This is a highly
politicized and conscious choice to name their children in edeomnant language.
Naming practices apply to both first and middle names. Some choose Nahuatl over
Spanish names and others tdshuatlin conjunction with a Spanish name, but English
names are rarely chosen. Danzantes sometimes also are gifted 4 MNaheafter they
have danced for a significant amount of years, although in recent years some danzantes
have paid for the creation of a Nahuatl name.

Ewal d argues that #dAparticular modes of

consci ousness o0,afdEhatoolir chodé & 8oBmuni2aiod has biased our

72



analysis of societies that privilege alternate or multiple modes of communication, and
perhaps influenced us to ignore other prevalent modes of communication such as orality
and kinesthetic communicatiam the form of a shared danza language and the
communicative competence attained by communities, such as the danza group, in these
alternate modes of communication. |include kinesthetic communication in the form of a
shared danza language, as a viabte@mprehensive form of communication. | believe
that through kinesthetic communication, that is, through danza, one can communicate and
receive as much meaning and knowledge as through oral and written communication.
Kinesthetic communication was a pany mode of communication in the Mexica empire.
Danzantes conveyed information about their gendered, social and political identities, and
they also expressed their belief system through dance (see Chapter Twectomtpet
historical contextualization)

Today the shared danza language is used not only as a means of communication
but it is also used astaol for asserting and maintaimgrsymbolic power. The danzantes
l inguistic habitus determines what i s seen
practices. Bourdieu asserts that the symbolic power of a language choice, be it dance,
Nahuatlnaming, or Spanish over English in ceremonies, depends upon the contexts in
which they are uttered. Once the danzantes master the alternate languages anfl modes
communication they can effectively maneuver and manipulate their utterances.
Danzantes may alter their language styles and choose which to deploy in each situation,
effectively maintaining symbolic power. Language carries power, in the forms of
symbolc, cultural and economic capital. Linguistic power and capital is acknowledged

within the Danza community. At ceremonies there are groups who will only address the
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dance circle in Nahuatl, and others in English and Spanish, and still others in Spanish
only. These choices are consciously made and the decision making process is different
for each group. Some groups have danzantes who are bilingual in English and Spanish,
but little to no working knowledge dahuat| so they may focus their utterance in
Spanish as it has more symbolic capital. Other groups lik@ukezalcoatCitlalli
group have a large constituency who arefh@ntly bilingual and are fluent in English
only so they will minimally use Spanish aN@huatl There are only a few grosipvho
useNahuatlonly and they maintain the highest degree of symbolic and cultural capital.
Ewald states that nda particular act of com
writers and readers, speakers and audiences evaluate their relatiobship Ewal d 19 8 8
Some danzantes have mastered multiple modes of communication. They may utilize the
English language, Danza langualyehuavisual symbolism, songs or Spanish.

Within academia scholars are granted access to these and other linguisigs theo
that have shown how language has been utilized as a weapon to exercise symbolic
violence, and used as a form of symbolic domination. This theory is well known within
the danza group, and is heavily debated among danzante members. A large ptiréion of
Danza population are educated professionals and language choice, maintenance, and
revitalization are heavily debated topics
states that the legitimate language of a society grants access and power to tHuseswho
mastered the language. The language which is privileged within the group is the shared
danza language. When asked if Nahuatl was important to understanding danza and the
songs, the danzantes for the most part asserted that the Nahuatl languaggovnast,

as it was important to understand some Nahuatl, butltedtiahuatl languageas not as
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important as the danaself. They stated the movement and the feeling of danza was

more important, because danza is a spiritual movement. This iy dlaatrated by

SOA, a longstanding member of the QuetzaleGathlli group, and according to her,

Danza A[is] about spirit, 1tdéds about what
what people are saying and pbrawtoknbwey ¢ ommun
Nahuatl, not know it, know it, but to know words and to undadstahat they mean
becausaenzaa 6MexXi cao ( SOA, personal communi ce
demonstrates above that fluency in Nahuatl is not the primary goal of DanhaatNs

important and a highly valued knowledge system, because Danza Aztddaxga

practice based in a Nahua belief system but fluency in danza in the shared danza

language is more important to the community. TQR another danzante originally form

another group but now a member of the QuetzaleGalkhlli Danza Group also shared

that:

| think danza for me, like | was sharing earlieraisall from your spirit. You
know i tbés your spirit t hnathattheslangugge,ak i ng

whet her itdés Nahvuatl, whether theyore s
sometimes people are sayitigngs and it could bgist saying it like oh | know
Nahuat|l . But do you feel it ? Ft doesn

that you know Spanishyevhat have you. Are yofeeling your prayer, are you

feeling your spirit and taking care of yourself spaity? Are you able to express

your words because your spiritis speakingtough your words, t he
matters to me. ilft idtoOess hidono rNveahtout er t @ vme
speak 1 n Nahuatl, a nd Htbepeelingsthe spiritbuty c an 6
canot feel it. S o0 megtish Ineelst (the bpeif), | say th
sometimes | feel it in Spanish, just whatesgemest o0 me , but personal
think any one language makes it. (TQR, personal communication: August, 2011)

The language issues, including knowledge and utilization of Spanish, Nahuatl or English

were all secondary to knowing and understandingaas a shared dance language, a
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form of kinesthetic communication that grants access to the danzantes spirit through the
embodied act of dancing.

The qualifier to both of these utterances was the admitted fact that although
danzads me anidngof it precticesnsdcentingentaom fluency in Spanish or
Nahuatl, there is a concerted effort and acknowledgement behind the reclamation of
languages like Nahuatl for which historically efforts were made to rid the world of the
indigenous language. dbzantes understood the linguistic politics at play in reference to
Nahuatl and Spanish in the United States. Each of these informants also named their
children both a Nahuatl and a Spanish name.

Another instance where language choice is highlightedtlse linguistic choice
danzantes make when they choose betveeteotl® (steNahua god, fgod of
dual i t B es)Diosduimgpalabra®. One informant who shared that he was not a
practicing Catholic but he preferred to $8lyes Diosi t o  shht ¢the] Cathiolic Church
was involvedConcherokept [Danza] alive, he says [El es Dios to] show danzantes to
not forget or discard this fact because th
lose any more danza histooncher8®o r A z(RGA¢pardonal communication:

January 2012)Some danzantes s@meteotlndEl es DiosLPS, a practicing Catholic

spoke about her evolution with the statement:

| 6ve evolved in this. . Ometeod Ilwasoblye gi nni ng
comfortablesayng Omet eot | and now, because | |
coming in as a Catholic how much overl a
®Ometeoti s t he Nahua god, fdgod of dualityo, o

within nature and life.Ometeotis often used ipalabra.

% palabra is the meeting and prayer that each practica, presentation and ceremony begins
and ends with

** See Chapter Two for history Gonchero Danza
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know how | felt about it but Ehes@osl 6m t o
more than Ometeotl. (LR$ersonal communication: January, 2012)

Like LPS other informants shared that they say both Ometeotl and El es Dios at different
times in their lives, and they said it meant the same thing to them. But for the informants
who only sayOmeteot| these infomants shared that they pref@metedt and strictly

say Ometeotl at palabra to show and to publicly declare their knowledge of and support
of Nahuaideologies, not the ideologies of the Spanish colonizers. They specifically
chose not to use the Spanghtemenkl es Diosbecause it indexes the Spanish and
Catholic Church responsible for the conquest and colonization of Mexico and South
America. (TQR, personal communicatigkugust 2011 and J. Ortiz, persn

communication: March, 2012)

Remembering:

Paul Connerton argues that MdAour experie
our knowledge of the past, and that our images of the past commonly serve to legitimate
a present soci al edr)der oS e(c®ordn eyr,t can s1oxq Xt yH
because past factors can influence and di s
(Connerton 1989:-2, Murguia 200, Climo and Cattel 2002). My research focuses on the
dissolution of imposed colonial soeivstorical and cultural memories becausghb
Murguia and Connerton show us that memory and more specifically-thermiering
and reinvention of memory are critical in decolonizing efforts and wheciaening a
Aidecol on thisteridabpag.oci o

Edward Said calls attention to the lastirfigets of the colonial regime on the

colonized popul ations when he states that
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grotesquely unfair resultso (Said 1989: 20
consciousness, st aécolanigation heaessartlyhnvotvesphe o ces s o
creation of a national consciousness engag
this] becomes an act of resistance anddeiérmination that destabilizes and releases the
colonized subject from the mindstofh e subj ugated communitieso
Aldama and Quinonez 2002: 254

As shown above, the erasure of memory has many consequences and has been
studied by anthropologists and scholars across disciplines (Connerton 1989, Howes 2004,
Murguia 2000, Gmo and Cattel 2002, Churchill 2004, Aldama and Quinonez 2002).
Why i s memory, and more importantly, why i
cultural and historical memory so important? Climo and Cattel have asserted that,
A Memor y i sontofrsefaridsacietyd..ard without it there can be no self, no
identity. Wit hout memory, the world would
(Climo and Cattel 2002: 1). Furthermore, it is important to remember that, as argued by
Climo and Cattel,i ramory, whether individual or collective, is constructed and
reconstructed by the dialectics of remembering and forgetting, shaped by semantic and
interpretive frames, and subject to a pano
argue that the dheantes are reconstructing sebistorical memories based in a Nahua
belief system and accessed through the embodied act of dancing. | draw from
postcolonial studies and Chicano Studies literature, which states that, although the
Spanish and United Séat colonial and neocolonial powers effectively erased their
indigenous history from national consciousness, they were unable to erase cultural

memories and knowledge bases situated within the body. Paul Connerton has shown that
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Ai mages of ohleeptasd kmadwhredge of the past é:
by (more or | ess) r it Lirvestigptesadred anthseculare s 0 ( 1 9
rituals in my research. | have observed the Danza group in the process of reclaiming

their indigenous past. fécus on the dissolution and-appropration of socHbistorical

and cultural memories, because many scholars have shown us that memory and more
specifically the renembering and renvention of memory are critical in decolonizing

efforts and when relaiming a sociehistorical past (Connerton 1989, Murguia 2002,

Anzaldua 1999, Climo and Cattel 2002, Smith 1992, Halbwach 1992). The group is

invested in remembering and reconstructing key sbistorical memories which

combats Fanon&s comstidusmess. dlie Maesto oflthe groug spehks

frequently on the i mportance of rememberin
your history, 1 f you dondét know where you
without ito (obhmuni€tion:iAagust20EYy sonal ¢

The literature in the anthropology of the borderlands, Chicano Studies and
transnationalism and globalization highlight the continual deconstruction and
renegotiation of political, social, cultural and gendered identities iArtherican
southwest and among border cultures the world over (Alvarez Jr. 1995, Paz 1961,
Murguia 2002, Cisneros 1991, Anzaldua 1999, Vigil 1980, Limon 1994, Herzfeld 1986,
2001, Smith 1992, Fenton and May 2002, Perez Jr. 1999). Alvarez Jr. asserts that
borderl and A authors detail the duality and
sexual, ethnic, national, and cultural ide
for further discussion and analysis on the production and performancdtioplax

identities in indigenous traditional dance groups in northern California.
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It is a foundational assertion within the anthropological and cultural studies
literatures that the act of colonization has produced conflict and destruction on multiple
levels: physically, economically, intellectually, spiritually, and with respect to the loss of
socichistorical memories (Connerton 1989, Anzaldua 1999, Churchill 2004, Murguia
2000). Recent literature in soexnlltural anthropology focuses on the present day
mani festations of the colonizerso destruct
practices of the colonized population (Aldant@uinonez 2002, Churchill 2004,
Anzaldua 1999, Cantu and NajeRamirez 2002, LaDuke 2005). Aldama and Quinonez
arguethaficol oni ali sm di storts, disfigures, and
transforms the present and future of oppre
loss of memory affects identity formation which then results in an ongoing contentious
relationship between the colonizers and colonized that has had lasting devastating effects
on the colonized population (Connerton 1989, Churchill 2004, Gandhi 1998, Aldama and
Quinonez 2002, Fuentes 1992, Vigil 1998).

According to Halbwachs, when accessing histora | memory, f@Athe pe
remember events directly; the process can only be stimulated in indirect ways through
reading or listening, or in commemoration and festive occasions when people gather
together to remember in common the deeds and accimnts of longleparted
members of the group.o (Hal bwachs 1992: 214
that during the performance and/or reception of these cultural practice$idiophganons
of belief are deconstrudtcead tflormragwegh itnlged € rH
of the colonized consciousness and theppropriation of historical memories based in

an indigenous past. These collective memories are not a given; rather, they are socially
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and culturally constructed through the peniance and reception of cultural practices.
Connerton states that nembodied memories a
through bodily practices such as posture, gesture, and habit, and commemorative
ceremonies, which he views as ritual reenactmentseaiingful cultural experiences or
performative memoryo (Connerton 1989: 71).
I will now discuss how danzantes utilize the embodied act of danza as a means to
remember and reconstruct sctigtorical memories. | utilize phenomenological
methods to angze dance; and the act of remembering and rewriting the danzantes

identity and sense of space and place.

Phenomenology and Anthropology of the Senses:

Dance is for some powerful reasons, the most shallowly interpreted art form in

contemporary United Stiss. It is a stigmatizedtdiorm whose practicioners are

given only a marginal economic, intellectual, guditical place in US society

(Ness 2004: 20).
Anthropologists investigating sensuous activities and practices such as Danza Azteca,
which heavilyrely on the kinesthetic, visual, audio and olfactory senses to transmit and
receive encoded messages and meanings, have a greater chance at unearthing said
meaning in their fieldwork when employing phenomenological methods in conjunction
with anthropologeal theory. Anthropologists are now using new ethnographic methods,
based within a phenomenological paradigm, utilizing concepts and methods from
phenomenology such as poetry, experiential narratives, and bracketing.

Sally Ann Ness points out that withtennt hr opol ogy At here i s a

assume that the mind of a human being is the same thing as its brain, that human

intelligence lives and flourishes only inside the area of the cerebral cortex, and that
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human learning is a process that must sgaely involve the sense of sight or the sense
of hearing, and the echoes of those senses
otherso (Ness 1992: 6). This misconceptio
scholarship despite the fact that,asHewear gues fisensuous experi €
reason, rather it is replete with | ogic an
2004: 43). This is direct evidence of the still prevalent and widely accepted notion of the
Cartesian dualism that peeates European thinking on the body and underlies the
establishment of canonical approaches to the body. Cartesian dualism is the belief in the
separation of the mind and the body, whereby the mind is given superiority over the
body. Cartesian dualismifiied philosophical investigation away from conscious
experience to objective realities, effectively eliminating future investigations of
consciousness and subjective experiences. Despite the influx of new scholarship within
the anthropology of the bodtghe anthropology of human movement and critical medical
anthropology, which deconstructs the cultural assumptions embedded in this approach,
there remains a palpable bias towards the body and bodily activities such as dance. This
philosophic theory has Haa lasting and widespread effect on the study of and
interpretation of studies pertaining to the senses and more specifically to studies
pertaining to the kinesthetic sense, such as Danza Azteca.

According to Moran, fAPhenomehe esbentigly desc
and irreducible nature of the experience o
When researching dance, a methodology that focuses on the experience of the world is

paramount in extracting data on the embodiment of dance.
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Hussekr st ates that Aphenomenol ogy i s accol
general, inclusive of all matters, whether real or intentional...[it] makes no empirical
assertions, it propounds no judgements...it establishes no truths concerning natural
realities..it takes all apperceptions and judgemental assertions ...and treats them purely as
the experiences they are in themselves: it subjects them to a purely immanent, purely
descriptive examination into essenme. 0 (Hu
with the descriptive lived experience, and the bracketing of all judgements and previous
assertions is essential when working with embodied research topics such as Danza
Azteca.

Phenomenology is a versatile and successful school of thought becasse of it
capability to transform and conform itself within the specifics of each locality and set of
academic inquiries. I n todayds transnatio
theory does not have the ability to thoroughly investigate anthropolagigafies.
Jackson states th@, The phenomenol ogi cal met hod invol"
setting aside questions concerning the rational, ontological, or objective status of ideas
and beliefs in order to fully describe and do justice to the waysich people actually
live, experience, andusethéamh e ways i n which they appear
(Jackson1996: 10) Phenomenologists like Jackson focus on the experience of
consciousness, and, in order to not yield to the pitfalls of past philospphesserl
focused on methodologies free from presuppositions and prejudice. He steered away
from idealism and positivism. He employed concepts and methodologies such as the
phenomenol ogi cal epoche, phenomenol ogi cal

phenomenological methods were descriptive in essence. Each of these concepts allows
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one to describe an experience while suspen
brackets or setting aside the finatural att
partiapating observer of conscious experiences of the world ( see Stewart and Mickunas
1990: 36). Anthropologists utilizing phenomenological methods are less likely to place

their biases onto their research.

Mi chael Jackson emphasandserssuat(meeerbd)aut onom
modes of thought and communication. According to Jackson, many things can be
communicated through the bodjthouth avi ng t o make recourse t
cited in Howes 2004: 333). C. Nadia Seremetakis,Tihe Senses Stfis t at es t hat A
anthropology of the senses is a central passageway interaftetfve epistemology of
the modern lifevorld. The senses in modernity are the switching place where the
structure of experience and the structure of knowledge converdeac r oss 0 ( Ser en
1994 vii). Seremetakis and other anthropologists investigating the senses drew heavily
from phenomenological theory and methodology. Phenomenological theory was an
effective theoretical framework. Contemporary phenomenology araducive in work
pertaining to the senses because, accordin
gender, and even environmental elements in its efforts to understand the nature of living
in the age of gl obal technololngdpeshapd I nt er c
more importantly, contemporary phenomenology continues to evolve and develop new
theory and methodol ogies, the movement i s
experience changes so does the theory, to more closely understand thandality

consciousness.
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Rewriting:

Danzantes are actively engaged in remembering and rewritingrastioical
memories and are constructing new identities and a sense of space and place based in a
partindigneous ideology. We reviewed before how the actatihg or performing in
collective ritual or performance grants cultural producers, and in this case danzantes, the
ability and an avenue to access multiple levels of meamikjng. According to Turino,
this embodi ed pr oc es syfdelahemselweg parjofthbeeopl e t o
community through the realization of shared cultural knowledge and style and through
the very act of participating together in
of theQuetzalcoatiCitlalli group, shared with nthe process she undergoes during
danza ceremonies:

| think understanding it is one thing and dancing it is another. Taking it to that
spiritual Il evel is, is really grand. I
experienced it, | personallyhavieh ex peri enced it all the
said if | start praying and |1 6m really
hits, people can call them hallucinations whatever you want to, but there are a lot

of things that you see differenty,ou know, youé6l | turn and
child sitting over there, and all of a sudden everything blanks out, and all of a

sudden life is beautiful, life is grand, you really notice the leaves, not just the tree,

| think to take it to that level yohave to put your mind in that frame...when you
concentrate on the significance of it all, and how our ancestors used to do it for

way more longer than we did. Then it gives you a different sense of reality and

you start to appreciate it at that levahd you really have to invoke yourself into

it to really appreciate the significance of it all, not just to dance it but to really

focus on exactly what it is that youdre
lot of people really know how,andh e ones that do know how
say this is how youdre going to go abou
di fferent . itéds not something that you

experience. (ZMA, personal communication: February 2012
As she danced she was transported to another realm, and she experienced a sense of unity
and connection not only with those around her participating in the ceremonial ritual with

her, but also she felt a connection to her ancestors. She felt a comhedter ancestors
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who danced the same dances she was dancing. Chicana/o identity, like that of their
ancestors, is stored and transmitted through the body, through Danza
John MacAl oon states that cultural perf
culture or society we reflect upon and define ourselves, dramatize our collective myths
and histories, present ourselves with alternatives, and eventually change in some ways
whil e remaining the same in otherso (MacAIl
danzates in grupo Quetzalcodlitlalli mirror this statement, and SOA a member of
Grupo QuetzalcoatCitlalli, asserts that:
| just wanted to come to danza and learn and | was there and | was so excited that
| was there and | felt this is what it was abantl being connected to my people
and | missed it, | really felt like the first twentiyree years of my life, | was
missing something. | mean, granted | had other traditions, other things going on
but that part wasnot eshceuld¢Chicanolartfwas t ak.i
history), because | was just |ike | nee
and what | 6m about, who I dm connected t
February, 2011).
SOA states that the practice of danza, the embodtenf dancing connects her with: her
history, her community both past and present and connects her to own sense of self; her
individual, cultural and social identity is constructed and shared through the dance.
Ninety percent of the danzantes | intervieveggressed emotions like this. They
expressed a feeling and sense of home, of being lost and finding their space and place in
history, in the worldview, and they found these through danza, the act of dancing.
The body has been used by a myriad of calfusocieties, and nations, throughout the
mi l enni a, and essentially used to write on
articulated by Climo and Cattel, Amemories
body and bodil y esdaitcmanymmandritesitaoand peastices

|l anguage, songs, and ceremonies, bodi es an
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19,17). Manysell escr i bed Asensuous anthropol ogi st
Thomas Csordas, Paul Stoller, and SAly Ness have shown that memories grant
access to oneb6s identity and are embodi ed
practices such as dance, ritual, gesture, smell, and taste (Connerton 1989, Csordas 1994

and 2004, Ness 1992, Howes 2004, Jack886)L For example, Paul Stoller describes

how fdAcul tur al memories are embedded in the

possession ceremonieso (Stoller 1997: 65).

of self and one placeisthenceseosarke judt as paweriulyas waitten
constructions of memory and identity.

During the Chicano Movement one of the primary modes of communication
utilized to disseminate soclastorical and cultural knowledge and information to both
ruraland urban Latino communities was through cultural practices such as dance, poetry,
and visual art. A number of anthropology, Chicano and Latino Studies scholars have
emphasized the efficacy of employing visual and kinesthetic cultural practices dsrsites
the dissemination and legitimation of a new historicized and highly politicized gendered
and ethnic identity (Rosaldo 1985, Paz 1961, Murguia 2002, Cisneros 1991, Anzaldua
1999, Vigil 1980, Limon 1994). | focus on the production and performanceiof so

historical and cultural memories within Danza Azteca.

Robert Desjarlais argues that .. .exper

natural, and supremely authentic, is not an existential given but rather a historically and
culturally constituted pragss predicated on a range of cultural, social, and political

forceso (cited in Jackson 1996: 70). The

87

C

-



particularly powerful site for the embodiment, expression and reception of identity and
memory.

Within Chicana/o Studies and Borderland literature, Maciel, Ortiz, and Herrera
Sobek, show that #A...borderland i mmigrants
cultural tradition, which is often insurgent and nearly always synthesizes the
individualistic with thecollective. Such tradition is manifested in music, poetry,
literature, theater, and graphic art...cultural practices of Mexican people in the borderland
are an expression of their political and p
Sobek 2000: 53) Stuart Hall argues that identity
compl ete, al ways i n 4banezcaedsSanipaid: 8bp Mhe ci t ed i
experience and reception of dance is a particularly powerful site for the embodiment,
expression and rectépn of identity and memory because, as argued by Williams,

AWhen people dance they are organizing, at
representing knowl edge &ahauk pditieipaieceahdd ( Wi | | i a
observed the Danza group in fh@cess of reclaiming their indigenous past. The Danza

group is invested in remembering scebistorical memories, and through the act of

dance they are rewriting their gendered political, social and cultural identities. The group

has redefinedandreslp ed t he Danzads ideology and tr a
concerns and interests of their community and the corresponding ideology of the

Maestro.

Turino argues that, AThrough moving and
can experience a ferlj of oneness with others. Signs of social intimacy are experienced

directly-bodytobodyand t hus i n the moToeno20082 fTHeect t o
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danzantes | interviewed all expressed feelings of unity and family when speaking about
the Quetzdcoatl-Citlalli danzagroup. The collective act of dancing together, in unison
in such a supportive environment created a sense of home and family, a Mexica identity
and sense of space and place based within a Nahua belief.system

The danzantes all spokéinstances when they were transported to another realm,
they transcended through the dance, or felt transformed, but a stronger theme that came
up time and again in the interviews and within the gnoaipbrasafterpracticawas the
creation of a danzamily, a sense of belonging, and of being home. ROA a regular
visitortothegroup), st ated early on that the fAgroup
familyo (ROA, personal communication: June
and a feeling of beinipst in the world without it is an overarching theme throughout my
dissertation.

Numerous danzantes stated that they had no knowledge of their history nor did

they have a connection to their ancestry. SOA asserts that the danza has given her a

connecon to her ancestry, dl feel bl essed, I
culture, part of our people and I O6m just s
and | think thatodés just not r eand.laboputk nowi ng
where | come fromo (SOA, personal communi c

provided the avenue to remember their sdugtorical memories and an indigenous
belief system. With the history and knowledge of their past danzantes are abkuimepro

and express this shared notion dflexicaidentity based within a Nahua belief system.

“1 ROA is a member of a San Francisco Danza Azteca group but he is married to a
member of th&uetzalcoatCitlalli group so he regularly attends the groppacticas
presentations and ceremonies.
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In this chapter | reviewed the political economybDainzaLanguages and argue
that the sharedanza (acquired dancégnguageNahuatl and Spanish are wielded a
oppositional and resistance languages of danzantes and their families. | also developed
the concepts of kinesthetic communication and communicative competence in the shared
danza language, which is based within the linguistic concepts of languagezaboral
literacy, and language revitalization, as well as in phenomenological methodology. |
argued that dance can convey or communicate as much knowledge as oral or written
communication.

Once the idea of a shared danza language and communicatipeteane among
the danzams was established | was ati€focus upon the remembering and re
appropriation of danzantes soditorical memories through the embodied act of
dancing. | explored how danzantes access and express theseistocioal memoes
through the embodied act of dancing, thereby creating-@npéaenous identity. The
Dance, and each movement within the dance, are seen as words to a prayer. Through the
movements, and the utilization of the kinesthetic sense, the danzantes #&oe able
experience in unison the remembering of sdustorical memories and the creation and
expression of a new pandigenous representation. | argued that this has led to the
formation of a new identity and sense of space and place based Hingiganos
ideology.

In Chapter Four, | will focus on the production and performance of-socio
historical and cultural memories, identity production, history and tradition within the
songs, drumming and poetry @dnza,danzantanusicians and poetandChicana/o

poets. | will analyze the continuance of oral traditions and expressive practices through
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Chicana and danzante poetry as well as through damtas, alabanzas, and ensayds
investigated the role of music in danza events and practices. The singmgpidg, and
sounds of tharmasare important and powerful forces utilized in both sacred and secular
events. The sounds of danza including the songs, drums, flutes, mandolins, and other
armas,have agency, encompassing the means to send and receivecemzahing, and
produce socially and culturally constructed knowledge. | utilize the anthropology of
music, linguistic anthropology, anthropology of the senses, phenomenology and
Chicana/o studies scholarly literature, as well as data gathered fromebeavid seri
structured faceo-face interviews with danzantes as well as with the Miwok traditional

dancers thQuetzalzoatCitlalli group often dances with.
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CHAPTER 4

DRUMMING, SONGS, POETRY: ORALITY IN THE NAHUA AND CHICANA/O

EXPERIENCE
Songs represent prayer, story, history, creation, healing, continuation of generations
and mor e. Webre singing songs and dances
hi story, conquest, invasions and we stil!/

studying it, andiving with it. Continuing our lives and honoring and acknowledging
our existence. (J. Ortiz, personal communication: August, 2011, original emphasis).

In pre-contact Nahua society soenstorical memories, traditions, values, morals
ard the histories of individual families (genealogies) as well as the history and migration
of the Mexica nation were passed down orally via poems and songs. Each successive
generation taught the next and some of tltesgo$? and poems have continued to be
sung and recited since the fm@ntact era. | analyze the continuing oral tradition through
Danza cantos and alabanZass well as througBhicanaanddanzantepoetry

In this chapter | focus on the production and performance of-bastiarical and
cultural memories, identity production, history and tradition within the songs, drumming,
and the poetry aflanza,danzantenusicians, an€hicana/oanddanzanteoets. | utilize
the anthropology of music, linguistic anthropology, the anthropology of tleesen
phenomenology and Chicana/o studies literature, as well as data gathered from the video

and photographic footage | shot over the past three years, as well edrsetred face

“2 Cantosare the songs sung by danza groups. Can be of two major origins: the Nahuatl
songs omlabanzas. alabanzase the Nahuaantosadapted into Spanish, and Catholic
Hymnal formatting and phrasing, but they carried over the meaning from the original
songsusually containing the hidden meaning within.

3 Alabanzas are the songs or cantos sung during danza, or at velaciones. This type of
song is primarily written in Spanish and written in a Catholic hymnal tradition/ phrasing.
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to-face interviews | conducted with danzantes as well as with Mittmdditional dancers

(one of the regional Native American traditional dance groups) who the danzantes often
dance with. | investigate the role of music in danza events and practices. The singing,
drumming, and sounds of the arftaare important and powerfitrces utilized in both

sacred and secular events. The sounds of danza; the songs, drums, flutes, mandolins, and
otherarmashave agency; the means to send and receive encoded meaning, and produce
socially and culturally constructed knowledge. | thervenon and explore how Chicano
Movement leaders often utilized poetry and songs for the dissemination and legitimation

of socichistorical information and knowledge, which informed the gendered political,
Chicana/o identity during the Chicano Movementtheln analyze how Chicana

Feminista®® and one danzante poetess in grupo QuetzalGialli employ poetry to

counter the patriarchal machismo of the Chicano Movement of the late 1960s and early
1970s, and utilize their indigenous heritage, more spedyfiraloking the Mexica,

Mayan, and other Nahua gods and godesses within their poetry and literature, as a way to
reconnect with their indigenous heritage and identity, and to combat the oppression and

subjugation theyave felt and fought.
Music / Drumming / Songs:

Feld and Fox outline the evolution of the investigation of music within

anthropological studies pertaining to music. They have noted a shift away from a study

*The Miwok are a California Nave American federally recognized tribe. There are
multiple Miwok bands throughout Northern and Central California, as well as on the
coast.

> Armasare the instruments and tools a danzante possesses and carries with them at all
danza events, aryacachli and caracolare two examples.

“®Were Chicanas who were a part of the Chicana Feminista Movement, also referred to
as Xicanisma.
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of music as a part and parcel of culture, society, and history, towards angaivestof

mu s iascultdie, society and history, ethnomusicological perspectives are increasingly
social, linking the structure and practice
research conducted on music, songs, and drumming has focuseohoning and

musicbs ability to incite as whustolicaltime r ecor
period. Music may operate simultaneously as a unifying and oppositional practice. For
example, Turino describes the role that songs and anthems piayxe Civil Rights
Movement, and she states that AdAAl most all
one of the primary forces that helped unite people to action and bolster courage in the

face of white oppression and violence during the first dechttee movement...Every

new chapter of the struggle produced its o
lyrics of these songs history was being recorded, the actions people were taking and the
results were written down and sung repeatedly. Addifign®artin Stokes reviews the

idea of musical hybridity over the past two decades, and he argues that musical hybridity
Aprovides evidence of diasporic cultural a
refugees, and diaspora populations detached miaton states situate themselves in

gl obal fl ows and build new homes for thems
Grupo QuetzalcoatCitlalli utilizes not only Danza songs and music, but they actually

more often sing Native North American song¥alacionesaand ceremonies. In fact the
alabanzasn particular are rarely sung by the group, whiledhstosare sometimes

sung. Eighty percent of the time if songs are sung by the group they are usually sweat

songs, California traditional songs, SDance or peyote meeting songs.
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Anthropology, Chicano and Latino Studies scholars have shown how effective
expressive cultural practices such as music and poetry are as sites for the dissemination
and legitimation of a new historicized and highly polzex gendered and mufiiex
ethnic identity (Rosaldo 1985, Paz 1961, Murguia 2002, Cisneros 1991, Anza8fja 19
Vigil 1980, Limon 1994).

Music:

Music production is a complex and powerful site and experielmcparticular.
the drum has special sifjcance and has often been called the heartbeat of a community,
as it carries the heart and energy of a community or a movement. The drum is a key
component within danza events and danza movement systems. The movement, the
dancing, and the drumming arextricably linked: they c@xist, each influences the
other in turn, the dance is dependent on the drum and the drum is dependent on the
dancers.

Singing and drumming are nearly always spoken of with reverence and awe.
Informants would often fall shbof words, and move to describe their feelings, or use
sensory words and phrases. For example, when asked about how the drum made her feel
the first time she heard it BCR, a danzant&iaopo QuetzalcoatCitlalli stated that,

AThe dr um i tfeeligg of.iersakeg your hdarthrace, that thunderous sound

and it gives you the chill s. that 6s what
communication: June, 2010). Turino describes music production and sounds as a
Aspeci al ki nd o éxpecience thatdrawgsaupon and drangshoait

di fferent parts of the selfd (Turino 2008:
Native American informants, echoed these sentiments, often stating that the music, the

songs and drumming brought about fegé ranging from a sense of home and safeness,
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to sadness. More often than not, they stated that the drums produced something that was
hard to put into spoken words; feelings were more often deployed when addressing and
describing the drum, its sounds, @hd emotions and meaning it produces for each
danzante

DanzaSounds:

Musical sounds are a powerful human resource, often at the heart of our most

profound saial occasions and experiencéBurino 2008: 1).

Sound plays an integral role in dhnzaevents. Danzahas several distinct
sounds: the beating of the drum in the familiar rhythm and beats otlaazhor
permisq the rattling of theayacachtligrattles made of wood, metal, or bone), which
keep time with the drum beat; the clicking soundthefkallallotes(seed pods tied
together on leather strips, tied around the ankle area), as they are walking and getting
ready, or in unison with the drum aagacachtli. Each of the drums, tHeuehuetland
teponaztliare made differently and create tadigtinct tones and sound ranges. The
huehuetl, the drum more commonly played at danza events, is a vertical wooden drum
that comes right above the waist of the standing drummers. The tophofaheetis
covered by cured leather, and they are eitherech painted or covered with patterned
cloth or | eather. The dr ums Otepgnaztimal carri es
horizontal wooden drum that can be anywhere frepft In length. It makes a different
sound from théauehuetbecause it is alvood and the sound does not carry as far.

The sounds produced while getting ready are as distinct as the sounds of the
armasanddanzawhile thedanzaevent is underway. At danza events, if you have the
acquired danza language (see Chapter Three)otimels of danza can clearly distinguish

at what point the event is at. The ritual preparations have as distinct a sound as do the
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entrance beats, and the sounds ofatimeasand drum in unison are powerful during the
ceremony. As thdanzantesire readyig themselves you hear the sound of the voices of
danzantegreeting each other; interspersed amidst the general sound of voices immersed
in conversation one will hear the intermittent soungayfayoteslicking as people walk
by, even the pace of their ikang can be determined by the beat Xlagayote<lick out;
one also hears the drummers testing out beats on their drums. But as soon as the sound
of theconchabeing played by one or sevedanzantesthe ritual preparations wrap up
as do the conversans. Theconchacalls to everyone, and signals the start ofdhieza
event. Danzantedine up and the drums start beating the rhythm for the entrance or
permisq thedanzantestart to move, thayacachtlisandxayayotesiow sound in unison
with the dum beat and thpermisobegins as thdanzantenter thepractica,
presentation or ceremonysteven Loza describes how at an event, the sounds of the
event can become more effective than the words of songs, in so far as the sounds of
people playingand oundi ng, or moving in unison, a p:
achieved through theThiosnillenefddgz@a 29H0&c hi7
sounds of danza. It starts with the sounds of the xayayotes clicking in unison as the
danzantes move, dns solidified when the drums begin. The majority of my informants
referred to this fionenesso being achieved
of the drum creating a sense of home, of safeness, and of connectedness between the
traditional Galifornia dance group and the Danza Azteca group.

As the dancers dance in unison at a ceremony, presentatpmactca, whether
in a gym, hall, on stage, in an open field, youth authority, or in a conference room, the

sounds vary in accordance withoh venue and each sound event is unique and clearly
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distinguishabl&’. The sound of the drums andnchaindoors are very overpowering as
they are built to be heard and carry over long distances in large open spaces. The drums,
xayayotesndayacachtlisbounce off the walls reverberating back and forth asiéimza
continues. When each of thanzantes islancing in unison the sound @dnzais doubly
amplified. In the springtime the group practices outside in a park, across the street from
the Virgende Guadalupe Catholic Church. At every practice there would be at least five
to ten people who were walking by the park
playground. At these practices the dancers are not in full regalia, the men in shorts and
the wamen in skirts but each has on their armas and the sound of the drum and the
movement pulls people over to the circle. They often stay a half hour or more and watch.
Some ask questions, who we are and what we are dancing for, and others ask to join in
thedanci ng. The drum is often the first thi
heard the drum from across the park and ca
2011, Southside Park) The music in the park, the drums, and the sounds of dacea at
distinguish the danzantes as a separate social, cultural, and ethnic group. The drum not
only brings together the inner circle of danzantes, it draws people who are not involved in
danza or the group; the sound of the drums and armas has beent&mgiventhem a
sense of space and place, and identity.

Below | analyze Danza drumming and songs as a source and means to record and
perform history, tradition, prayer, and a mydiex identity. Music and dance are key

sites for the production, maimtance and reception of social, political, and cultural

“7|.E., a sound event can be distinguished via indoor decibels, or the sheer power of
hundreds of danzantes moving for asteony. At ceremonies there may be twenty
drummers versus two to five drummers at a practice.
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identities, history, rites, traditions and spiritual communication /invocation. Numerous
anthropologists, ethnomusicologists, and Native American scholars testify to the fact that
music in Native Amacan communities has multiple meanings and functions, and that
music may operate in a social, political and sacred (religious/spiritual) capacity on
different occasions depending on the situated event and audience. Cobb and Fowler state
that music produain in Native American communities is meaningful on multiple levels,
as these are complex productions that may be, in their words,
transformed into methods of protest against the presence of oppressive outside forces in
daily life, these [musical perforances] continued to function internally as ways of
articulating individual, clan, and community identities, communing with the sacred,
and, in some cases, providing entertainment...as it continues to do today, musical
performance fostered intense corifoen at intertribal powwows, mediated tensions,
and healed or reconstituted individuals ar
Drumming:

When interviewing informants on danza and their first experience or their first
remembrance of seeing danza at gype of event, nearly all (ninety percent) of the
informants spoke of their memory of and reaction to the drum. They did speak of the
regalia, the feathers, the colors, and movement of the dancers and feathers together but
when they spoke of what drefveim into danza, what pulled them to the dancing was the
sound of the drumbeat. The danzantes as well as the California traditional dancers spoke
about the drum with reverence and awe. They see the drum as key component in what
brings us together as a comanity, as a danza community and in the larger sense as a
partindigenous community.

A traditional California dancer who has never danced Danza Azteca spoke of the

danza and the drumdés first i mpression on h

ago, Alt was around the time when | started
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thirteen. It just became like a part of me...It was at a Gathering and | said ok, because it
was different from our styl e, andhehthevas | i
music and the drums startand I s@ilt hat 0 s jyaukriow it wakkend af Igke |
felt it here [points to her heart], you gu
communication: July 2011) She and each of the other traditional déinaerspoke to
emphasized how they were at first cognizant of the difference between the styles,
primarily because of the difference in regalia. But as soon as the drums started they each
felt a connection and feeling of sameness and a sense thaghltheumovement styles
were quite different, the essence of the song and dances were the same, the role and
function of the song and dance in each of their traditional dances was connected, and the
integral component in making this connection was the sotittte drum. Another
traditional dancer | interviewed spoke of his feelings about the role of the drum, and he
stated that,
What 6s al ways gotten me watching them
itdéds when wedr e danc ithaanlyplate where wer ound h
actually have a drum, or even when i 6
have used drums for me, |, 1tds somet

always remembered watching their drummers. The drums have alsgys ju
theydve always moved me. (DCR, personal

i
ou
Ve
hi

This traditional dancer echoed what other traditional dancers and danzantes have also
felt. The drum, as | said earlier is the heartbeat of the people, it references feelings of
home and safeness. The drum is integral to danza, and the danzantes movement: they co

exist and are dependent on each other.
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Songs:

The faithful transmission and proper instruction of the ancient songs, to students
and the general public, was theesial duty of another class or category of priests,
who bore the title of TIlahpixcatzin,
caretaker6s mission was to teach the
nobody errd in their learning.

The guardian

had in his care the songs of the gods,

all the divine songs.

So that no one would err,

he took great care

in teaching the people

the divine songs in all quarters.

He made the public announcements

so that the people of the town would gather

and learn the songs well (Le®tortilla 1958, 93)

Throughout history, across continents and cultural divides, one of the primary

modes of communication utilized to disseminate ststorical and cultural knowledge,

influence national identity, andfiorm rural and urban communities was, and still is,

through cultural practices such as songs, poetry, dance, and drumiranngp states

that,

songs have the capacity to condense huge realms of meaning in an economical
form through layered indexicaleanings as well as the juxtaposition of varied
ideas as indexical clusters without the requirements of rational ordering or
argument. Through indexical snowballing, a song can also become associated
with various social movements through time and sexrearier aspirations and
struggles(Turino :218)

Danza songs come from two main sourcasttos the traditionaNahuasongs, poems,

and lullabiesalabanzas Catholic hymnal traditiopwritten and sung in Spanish and

connected with the conquest]aaization, and conversion of the Nahua and other

indigenous populations of Mexico, Central and South America. The Quetzalcoatl

Citllali danza group also sings Native North American songs in place of the cantos and
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alabanzas at danza events, includingrtm limited to sweat songs, sun dance songs, and
peyote meeting songs. These songs have been shared by the regional traditional dancers
with whom the group often dances, sweats and engages at various social, cultural and
political events in the area.
LeonPortilla describes the destruction and suppression of Nahua culture and
tradition, including the songs, poems dnethuetlatolliand the lengths to which some
Nahua scholars and Franciscan priests went to recover and preserve the same practices
that were suppressed. Ledtortilla describes below the destruction and later the
retrieval of Nahua culture and tradition:
Since much of Nahua culture was considered to be the work of the devil, most
churchofficials attempted to suppress what constitutedviery conscience of that
culture: their codices, songs, and poems...a few missionary priests, who were
greatly influenced byRenaissance humanism, came to discover the native
approach to the preservation of the Nahua past and its art of memory Thos
priests including Olmos, Sahagun, Duran, and Mendieta and their disciples, such
as the famous group of native students of the In@ialtege of Santa Cruz in
Tlatelolco, and later the native and mestizo historians like Alvarado Tezozomoc,
Pomar, Touar, Ixtlilxochitl, Chimalpahin, and Munoz Camargoew how to
make use of what remained of the codices and songs...Traveling through towns,
interrogating old men who had studied at the calmecac, collecting codices, and
reducing the memorized texts to @phabetic writing sufficiently adapted to
represent the phonemes of Nahuatl, they gathered a considerable store of firsthand
documentation about the history, cultural institutions, andaféife of the
NahuapeoplegLeon-Portilla 1992: 75)

The ®ngs, poems, arfibiehuetlatollithat these Nahua scholars saved are now the

sources from which danzantes are relearning their culture.

In the rest of the chapter | review the songs of danzal#ianza, cantgsas
well as the practice of singing N\ American songs, sweat songs, sun dance songs,

peyote songs, traditional Native California songs, instead @l#t@nzas. Martin

Stokes reviews the new conception of musical hybridity in ethnomusicology. Stokes
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states that recent ethnomusicolagjist . . . stress that all musi c |
hybrid. In this view, all music bears the mark of interactions and exchanges between as

well as within groups, and to declare otherwise is absurd...Even in societies in which
extraordinarily strenuousfforts are made to disavow their social, cultural, and historical
entangl ements with others, and exception o
This idea that musf€is hybrid and has evolved over the years and will continue to
evolveisheavis upported and clearly evident withi
Native American songs at danza events. The group does not declare that these songs are
their own but they do often sing them instead of singing the alabanzas and cantos which

are tradiional danza songs. The group readily dispels the notion that danza is a static

entity, and they are fully aware of the transformations danza has undergone, not only over

the past five hundred years, but even within the past two decades; changes in the

prectices of danza are clearly evident and the use of Native American songs are only one

of thoseexamples | will be discussing.

Cantos and Alabanzas:

Cantos are danza songs. They can be either Nahuatl songs, lullabies or poems, or
alabanzas. | make a tisction between the alabanzas, which are written and sung in
Spanish and contain strong Catholic themes and imagdéwy.alabanzas were the first
songs sung by the group when it came under the leadership of Jesus Ortiz. The
alabanzas are songs whiclvse during the Conchero movement, and are heavily
influenced by Catholicism and its hymnal phrasing. Alabanzas are believed to be the

translated versions of the original Nahuatl danza songs. These songs were translated in

“*8This concept of musical hybridity can be carried over to the other expressive cultural
practices within danza. | would include dance styling, and regalia ihesharing within
the featherwork and leather working of traditional regalia and trajes.
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the 1500s during the rise of tR@mnchero Movement in the 1500s. The Catholic influence
indexes the colonization of the indigenous populations and the conversion efforts of the
Catholic Church and their role in the colonization of the indigenous populations as well.
For this reason thgractice of singinglabanzasas been a controversial undertaking
within the group. When asked why songs were not practiced the Maestro of the group
stated that there was fAno interest in sing
they representetthe invasion, the pillaging, the plundering, the land grab, that border that
separates our people. It had a lot of negative representation attached to it a lot of stigma
attached to ito (J. Ortiz, persongis commun
reason that the alabanzas have been shied away from for the last two decades. However,
it should be noted that not all danzantes were adverse to singing the Catholic alabanzas.
There are danzantes in the group who have no problem singing themebibeguare
Catholic. While the Quetzalcodllitlalli group turned to singing Native songs, there are
other groups who did not stop singing alabanzas, and still other groups who sing both
alabanzas and cantos.

From the mid1980s until this past yeardlgroup stopped singiradabanzas and
cantoscollectively at practicas and velaciofies Individual dancers who knew cantos
would sing them occasionally at a practica or velacion but for the most part, singing did
cease for nearly two decades. Multipg@sons have been given for the abrupt departure
from song within danza. Some claimed to not like to sing in public, others were never

taught cantos because they joined the group when song was not practiced. Another issue

9 A velacion is the ritualistic beginning, opening of a ceremony, typically held the night
before through the morning of the ceremony. It is a ritualistic ceremmeldyto bless the
coming ceremony. The groups each sing a welcoming song and a song of choice, and
each individual is blessed at the close of the ceremony.
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that may have played a factor letstoppage of singirgabanzasvas the fact that they
are sung in Spanish, and a significant portion of the danza group Quetz&idadil
does not speak Spanish. Language also may have played a role in why the group stopped
singing Nahuatl cantogOnly one person in the group speaks Nahuatl fluently and the
songs were not known by the rest of the group.

However, a recent emergence within the group is a return to song within danza,
both cantos and alabanzas. Current alabanzas have recently bskteglainto Nahuat!
and some of the lyrics in the Spanish versions, have been altered to represent the return to
an indigenous (Mexica) consciousness and the social and historical context of present
day danzantes. The Maesdmngfulligle.knewwebout t h
sing songs but the words have been changed
personal communication: March, 2012). He spoke about this shift and cited one of the
most notable shifts within the alabanzas. One ofthenwogtp | ar fAnewo al aba
containing this altered historical conscio
Conqui stadodo AWhen Our America Was Conquer
changed to ACuando Nuestro America Fue I nv
Invace d 0O . New al abanzas contain the indigenou
of Mexico, not the Spanish version so we are seeing alabanzas about the land being taken
back by the indigenous of the Americas. Other example of this shift in alabalezarsty
ACancion para mi America (Dale tu mano al
AChi canoo. (See Appendix D for full versi

Danza and Conchero alabanzas).
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ACanto a La Virgeno
Virgen morenita
de Tepeyohacan
Que para el Mestizo
Fue su Majestad....
AChi canoo
Chicano
Soy Chicano
60Cause | Om
And | o6m pr
And 1061l 1 m
In my own way.....
These newest version of cantos and alabanzas speak to the present identity politics. |
believe there is a reswgce, a return to song because the danzantes speak regularly
about how important the songs are, due to the information and knowledge carried within
the songs. When asked about the importance of song to danza the Maestro stated that,

Si ngi n g .ualpartbfdascing Imecaasg the songs tell the prayer, the songs

tell the story. They go hand in hand. Song and dance. &ahdance. They just

go together. And for a long time a lot of groups separated them..a lot of our

dance membersinourgrodpon 6t even know song. So | ¢

bringing it back so that our kids and thkids can have these songs bétk

Ortiz, personal communication: March, 2012).
The Maestro of the group goes on to say that we are now returning taysitegdanzas
and cantos because of what they offer wus.
healing, for praying...we must maintain and preserve songs and dances...[for the]
continuation of life, because we have to know who were are and wherenedroon to
know where we are goingo (J. Orti z, person
The tribal chair of the local Miwok tribe shares this belief that song is of the utmost
i mportance because, i n her words, 1nfds,f you

you donét have a people, you donét have so
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that pride, something that gives you that

think you get kind of | osto (PChjdeaper sonal
articulated by CRB a California traditiona
and dance of their nation]...[and that we]

people know we existedo ( CRB, sppeevakmtnal co
among the danzante and Native North American dancers.
Regular song meetings are now being held every month, and the focus of the

night is on learning the songs, their meaning and history. Within these meetings some
discord over the alabarz&as been voicedespite the new alabanzas and translation
into Nahuatl of some of the alabanzas, not everyone wishes to sing the alabanzas because
they feel they still contain the Catholic messages within. Catholicism and Spanish will
forever index tlb conquest and colonization of Mexico and strong feelings are expressed
and still felt regarding these topic®ne informant speaks candidly about the fact that
most danzantes are trying to hide from and forget about our past, the colonization and
convers on of the Natives of the Americas. He
complicated with Danza [i.e. Conchero trad
our history that we were colonized and we were stripped of our history, but if you could
get past that and see that survival of it
sentiment here that, in order to move forward, we have to recognize and be
knowledgeable about every aspect of our history.

Another dancer who does not havproblem with singing alabanzas and is a
stated practicing Catholic, stated the fol

I donot see them in conflict because i f I
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part of the history of the aking of me...[You can] make what you want of your
experiences. 0 (JDV) However, this type
when it comes to alabanzas and the Conchero and Catholic inflidosedanzantes
are hesitant about reviving théabanzas, and strong feelings and concerns have been
voiced on either side of this | ongstanding
and role in the colonizing and conversion efforts of the Spanish, and the far reaching and
lasting effectthatihas had on theirds ankdwilideher col on
interesting to see where this progresses in the future.

Songs index and incite many feelings, experiences, and histories. Songs have the
power to make you feel: whether sad or happy, thay bring back memories of a time
in your life, or speak of an individual or group history. Turino states that the power of
song resides 1in the collective power of v
voices sounding together creates the expedef unity, directly and concretely
felt...The constant repetition of a few si
minds as truth, and thus help generate courage to act on that truth in the face of
oppositiono ( Tur i n ahis2vBoi@artedly7apd | would &dd thag,r e e w
when you add in the sound of the drum and armas, with the visuality of the movements of
the danzantes moving and sounding in unison, and the visuality and smell of the copal,
with the smoke drifting up from thesred fire at the altar; this visual, auditory, and

kinesthetic event, creates a miaéinsory overload, and creates a hygmrse of

awareness and experience. Another tradit:.|
and strong but with the feathersdan c o st umes it 6s fl uid, has b
strengtho (JAA, personal communi cation: Au
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Orality:

Cultural collective memory does not merely devolve from textual inscripdons

modernist conceit. It stems from stories (the oral ti@s); it emerges from

somewhere behind the eyes; it is squeezed from the sound (Seremetakis 1994:

110).

It is well known in linguistic anthropology that different modes of communication
structure modes of consciousness and that language gives meamingtd ndi vi dual 6
experiences and shapes how they perceive and shape the world around them. Sapir
argues that | anguage determines each i1 ndiyv
how multilingual speakers shape the world around them, nor does hesaddiw multi
modal speakers, with respect to dance language, and otheerah languages, create
their habitual worldview.

Danzantes are individuals, agents who make an educated choice as to what
discourse, language or mode of communication tarusach context laden event and
particular locality. This choice is made in accordance with what choice will best suit the
context of the situation in order to maintain or enhance their power and prestige, or
whichever is the most comfortable for the othpeaker to interpret (if language is an
issue). Danzantes are able to choose from multiple languages, (Spanish, Nahuatl,

English) and multiple modes of communication ( dance language, music, written). Each

| anguage, as Fol ey uragagdsgstems ohgeesmaficdlicategariese St
[and] are led by these linguistic frames of reference to differing construals of
experienceo, as well as, he argues, Andi ffe

1997: 214). One example of this medethoice is when groups choose to introduce

themselves at ceremony in Nahuatl and employ only Nahuatl for counting or other ritual
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duties. This choice to forgo both English and Spanish is a statement of their indigenous
knowledge.

Ewald states that sonsecieties preferred oral communication because it was
faceto-face and grounded in their cultural milieu. Referring to such societies, Ewald
further states that oral communication suc
political | i202-203). (aEyweahlatdhgahzre®n:grupo Quetzalcoatl
Citlalli are continuing the oral traditions of the ancidahuasociety, employing orality
through theensayos, cantos, alabanzasd poetry oflanzanteandChicanapoets. The
alabanzasandcantosspeak of the history, values, traditions, cosmology, genealogies and
stories from generations long past. A problem that has arisen in terms of orality, and the
practice of singing the original Nahuatl cantos, is one of language death: these songs are
in Nahuatl and the only fluent Nahuatl speaker is Senora Cobb, the groups original

founder.

Nahua SocieHistorical Memory: Poetry, Codices, Huehuetlatolli, Songs

Because the custom of composing hymns and poems was a very praxgoe,

what the Nahas of the fifteenth century thght about their ancestors, the
Toltecs, could very easily be appd i ed t
songs; they made them known, they retained timetfmeir memory; they deified

with their heart the marvelousrsgs theycomps e d 6 ( S a-bOa7gfaln 1905
192v)....Thus, making use of their books of picsuaad commentaries in the form

of poems and songs, whose rhythmic text f@atéd their memorization, the

Nahuas preserved through the centuries a richrallteritage, which grew each
day...They succeeded in preserving in this mammemmerable facts about their

religious practices, historical deeds, calen@aid astronomical observations,

legends and stories, and the pragmatiteong of their administrate life.

(LeonPortilla 1992: 75)

Traditionally sociehistorical memories and Mexica history were passed down via

poems and songs. Franciscan scholars in the colonial era recorded several poems and
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cantos in thdwuehuetlatollP%(history and teachingsf elders to the younger generations
on the morals, rites and values held in high regard within society; within a specified oral
tradition). Thehuehuetlatollihave been describedbylLeBror t i | | a as At he d
exhortative speeches aimed at instglibasic moral principles, contained in the ancient
doctrines and traditions, in the minds of
Portilla 1992:75). Edmonson further defiregehuetlatolla s t he fAr het ori c al
generalthe prayers, discoursgsalutations, and congratulatory speecimeshich
traditional religious, moral, and social concepts handed down from generation to
generation were expressed in traditional I
huehuetlatolli that remain are fo@gson the orations of parents, more specifically from
fathers to their sons. Edmonson describes four of the remé&unetgietlatollibelow:

Four of these are addressed by the father to his sons. In the first, he instructs them

in their duties as posdéfuture rulers, exhorting them above all to be diligent in

their devotions and in the propitiation of the gods, which will help them merit the

kingship or else some high rank, for they were born to govEneir task is to see

to the ritual dancingrad singing which give pleasure to the gods. They should

also give attention to the craftsatherwork, goldsmithery, and stonecutting

which in time of difficulty can buy food and drink for the people. (Edmonson

1974: 91).

The various Nahua stateagsed down their history, memories, values and morals

through multiple modes of communication; orally (through huehuetlatolli, songs and

poems), kinesthetically (through dance) and through written sources (codices). Each

successive generation taught tlextrand these cantos and poems have continued to be

*0 As defined by Edmonson theiehuetlatoliwe r e t he fianci ent histor
e | d e rnsonson(1€7d: 80). He also goes on to describe the specifics on where and
how these orations were transmitted, in particular to the male students in the Calmecac or

Tel pochcal li. He states that these fAdidac
to the boys of the Calmecac or Telpochcalli, as well as to adults, upon such occasions as
marriage and funer al rites, for the purpos

(Edmonson 1974: 80).
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sung and recited since the fmentact era. LeoRortilla describes the complex
interconnections and mutual influences of the various peoples influencing oral traditions:
Those who lived in ancient time®t only the Mexicas (Aztecs), theieighbors
the Tezcocans, Tlaxcalans, and many others, but also their predecessors, the
extraordinary artisans, the Toltegseserved the memony of their past by means
fooral tradition and through their ancientpainbed nus cr i pts, or codi
(LeonPortilla 1992: 3)
Here, | will focus on and analyze this continuing oral traditio@micanaanddanzante
poetry as well as througbanzacantos and alabanzas.
Memory, in written, oral, and artistic forms, has bkefd in the highest regard
then as well as now. Memory, whether personalordogiost or i cal , an i ndi
familial, cultural, societal or national memdngs been regarded as highly important
throughout history and across nations because without ngeanandividual or society
loses their sense of self, their place in the univef$e following is a text written by
Nahua scholar Fernando Alvarado Tezozomoc in the beginning of the seventeenth
century. Nahua scholars were trained by the Franciscammasies to read and write in
a latinized version of Nahua in order to aid in the colonizing and conversion efforts of the
entire indigenous population in Mexico. The Nahua scholars were trilingual,
Christianized and, although they were trained by tla@étscans to convert and colonize
the indigenous popualtions, they were the ones largely responsible for the preservation of
Nahua history, myths, religious rites, kinship, sebiatorical memory, cosmology,
political, and medicinal information of thewous Nahua nations. (as discussed in
Chapter Two).

Historically, the Nahua used an oral and pictographic form of writing in the

codices to transmit and record Nahua history, memory, values and morals. Furthermore,
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multiple Nahua scholars have spokerthe complexities of Aztec iconography, as
argued by Pasztory,

Aztec iconography did not express meaning in precise and limited forms. The
meaning of the individual motifs in art could have multiple associations and, as in
poetry, the meaning of thehole included several messages simultaneously
transmitted on different levels. Such multiple meanings and associations were
admired by the Aztecs, whose rhetorical speeches and poems abound in
metaphors...Even glyphs may have several meaimgajorsource of confusion

for us, but multiple and metaphoric meanings were a sign of profundity and truth
for the Aztecs.(Pasztory 1983: 72).

The new texts first written in Nahua (i.e. Latinized version of Nahua) and later
translated into Spanish gradtiiture scholars and successive Nahua generations a
written and oral method to record memory. Ldortilla pays tribute to Alvarado
Tezozomoc a Nahua scholar, stating that hi
of [his] [Mexica ancestors] graedr resounds, mixed with pride for his [ i.e. Alvarado
Tezozomoc0s ] Me x i-Rordlla 2902 80 lte@orsilla praisesL e o n
Al varado Tezozomocds work in preserving Na
original, traditional modes of camunication. LeorPortilla cites Tezozomoc as writing

an eloquent summary of the Nahua mode of preserving history and of the interest
the peoples of ancient Mexico had in doing so:

Thus they came to pronounce,

thus they set it down in their account,

and they came to draw it on their papers for us,
the old men, the old women.

They were our grandfathers, our grandmothers,
our greatgrandfathers, our gregrandmothers,
our greatgreatgrandfathers, our ancestors,
their account was repeated liz@liscourse,

they left it for us,

and they bequeathed it

to those of us now living,

to those of us who came from them.
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It will never be lost, it will never be forgotten,

that which they came to do,

that which they came to set down in the piesjr

their renown, their history, their memory.

Thus in the future

it will never perish, it will never be forgotten,

we will always keep it,

we their sons, their grandsons,

brothers, greagirandsons, greareatgrandsons, descendants,
we who haveheir blood and their color,

we are going to tell it, we are going to pass it on

to those who are yet to live, who have yet to be born,
the sons of Mexicas, the sons of the Tenochcas.

And this account was preserved by Tenochtitlan,
when they came taule, all the great,

honorable old men, the Tenochca lords and kings.
But Tlateloco

will never take it away from us,

because in truth it is not their legacy.

This ancient oral account,

this ancient account painted in the codices,

they left it forus in Mexico,

to be preserved here....

Here, [Mexicas,] Tenochcas, you will learn how it started,
the renowned, the great city,
Mexico-Tenochtitlan,
in the middle of the waters, among the tules,
among the reeds, where we live,
where we were born,
we Tenochcas.
(Alvarado Tezozomoc 1975a&64in LeonPortilla 1992: 8681)
The words in the text above are resoundingly similar t@tisayosspeeches and
teachings that are often spoken and taught biyitesstroof Grupo Quetzalcoat!
Citlalli. Hespeaks in presentations and at practicas about the prayers and teachings of
our ancestors invoking the following senti

our ancestors, from generation to generation we teach our children, and they teach our

chidr ends children and that i s how our tradi
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wi || never dieo (J. Ortiz, personal commun
by the danzantes within the group as well as among the Native Americans with inhom t

group dances. The Maestro is one of the few who contextualizes the dances, their

meanings, where they come from, why we perform them and when we do it, as well as

explains what the armas are and their role and functidanza.

Chicana Writers and Pods:

Continuing Orality, Continuing Oral History Traditions, Storytelling and Poetry as
Means of Communication

So how does one access ocomstruct memory and identity today? A number of
Chicano and Latino scholars emphasize writing ourselves intoyh{gtorzaldua 1999,
Cisneros1991, Murguia 2000, Fuentes 1992, Aldama and Quinonez 2002). Alejandro
Murguia states that Aonly i f we write ours
redefine it, rewrite it even, can [history] be liberating, as a mefbseaking down
oppression and confusiono (Murguia 2000: i
and is expressed throughout Latino |iterat
created as | narrate, and my memory grows stronger with writing C| i mo and Cat
2002: 15). These constructed memaories have the ability to heal and bring together a
community, and in the same breath, as argued by ClimoandCe | Aitear a co
a p a(Climo and Cattel 2002: 5).

During the Chicano Movement leaxd often utilized poetry, visual arts, and songs
for the dissemination and legitimation of setistorical information and knowledge,
which informed the gendered political Chicana/o identity during the Chicano Movement.

Chicana/os looked to art, poetsgng and dance as a way to reconnect with their
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indigenous heritage and identity. In particular, Chicana Feministas employ poetry or
testimonios to counter the patriarchal machismo of the Chicano Movement of the late

1960s and early 1970s. AliciaGaspardAl ba st ates that Ain the
movimiento, Chicanas were granted one of two patriarchally defined identities. They

were either fAAdelitaso, depicted in the po
supporters of t heinrchmeenike trafovsef la€gusawe r e 0 Ma l
perniciously pursuing their own individual
poem written bylacqueline Diaz, a danzante in Grupo Quetzaksaigitlli. This poem

is Jacquelineds r@s@ponfs¥o t o yal Jfdeanyoulicsma ,wierm
written by RodolP¥f o 6€oralyés&Gopaeaamewas one
and widely circulated poems during the Chicano Movement, and was one of the defining
pieces of literature from the movement. The poedressed major issues Chicanos had
historically faced as well as in the present, but it was heavily criticized in later years by
Chicanas in th€eministaMovement® because the female voice, the Chicana

experience, was never addressed or expressed thraugbgoem. The Chicanas

voiced their discontent with the Chicano Movement as being full of Machfsritbe

Chicanos were accused of being Machistas (male chauvinists), and of being guilty of

ignoring the Chicana experience and thw agency of Chicanaiswhe Movement. They

>1 This poem addressed the Chicano experience in the \Btidels. Broaching issues
pertaining to the loss of a sense of space and place, suppression and oppression. And an
expression of searching for their identity, turn to Aztlan and an indigenous history and
identity. Product i onc oonfc eal ofisc6o scnoi ncc erpatz aoof,
>2 see appendix X, for the original poem by Rodolfo Gonzales.

>3 Chicana Feminist Movement or Xicanisma. Addressed the machismo of the Chicano
movement as well as the machismo and other issues facing women of abiiortiveir

social, political and cultural lives.

>4 Male chauvinism
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wanted a movement that included and fought for their rights as well as the rights of
Chicano; they were no longer willing to stand in the background and be supportive, but
have none of the oppression and subjugation they felt be skt

Jacqueline Diaz, a published poetess, and an active Chicana danzante within
Grupo QuetzalcoaLi t | al I'i wrote AWhere is Joaquinao
AYo Soy Joaqui no TaesisipkEnglish Licefature.er Mast er s
Where Is Joaquna?

| 6ve been searching for Joaquina
tu sabes, no?

The sister of Joaquin,

el hijo de Aztlan

disciple of Cuauhtemaoc.

Dondét you remember
Her. You know,

before she was airbrushed

onto cars with grossly

disproportionate tits and ass?

You know, before Juabiego

replaced her with La Virgen.

Remember when she was

a Goddess

snakes, sex and overwhelming
Love-Queen of contradiction.
Woman of beauty and disgust.
Where is she? Where is She?
Desaparecida!

No me la escoden, porque yo

muy facil la librare de sancierro.
She too is Azteca Princess,

birth of scorn, manipulation,
suppression of Mother of economic
burden and hardship

sweating as her brother.

by Jacqueline Diaz
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Il n this poem Diaz addresses the i1nvisi
SoyJoaqund and during the early years of the
past and current depiction of women, Chicanas, either as highly sexualized or as virgin
mothers. This either or dichotomy is also repeatedly addressed in other Chicana writing
She also invoked the indigenous goddesses within her work and gives voice and agency
to Chicanas. She defines what it is to be a Chicana today-amdges Chicana
women as Mexica goddesses, who embodied multiple aspects of life and death, mother
andlover, qualities common among Nahua gods and goddesses.

Other Chicana feministas mirror these sentiments in their work. Teresa Cordova
argues that the value of Chicana feminist
assets that dicgandagendyjfirsighroogh éhé expression of pain and
personal experiences, then by renaming oneself in her own image through the recovery of
the mythic and historic female symbols of La Malinche and Tonantzin. Lastly Cordova
learns to celebrate anoMe herself, which challenges the current structure of power and
colonial patriarchy. (Cordova 27280). Cordova states that this was accomplished by
working class Chicanas in the University, who employed essays, poetry, and literature
(Cordova :280).

In the 1980s Chicana poets and scholars turned to poetry, literature, stream of
consciousness writing, and atlitngraphical testimonios to express, explore and
counteract the oppression they faced during the patriarchal Chicano movement, as well as
with respect to institutional, social, familial, and interpersonal injustices. They explored
topics pertaining to border consciousness, mestiza identity, family, sexuality, racism, and

violence (Aldama and Quinonez eds. 2002; Arredondo, Hurtado, Klahn, NRgeraez,
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and Zavella, eds. 2003; Broyt€&onzalez 2001; Anzaldua 1999; Cypess 1991; Cisneros
1991) . I n the words of Alvarez Jr ., AThe
often the multiplexcity of divergent strands of sexual, ethnic, natiandl cultural
identityo (Al v accerdingforAldama dn@ Quinonez4 thelsg Chicana
writers fiparticipate in cultural resistanc
buried histories. They also resist dominant discourse bywppating, reconfiguring, and
transforming it as part of their owno, and
revisioning and rewriting of La MalincA® La Llorona® and the Virgen de Guadalupe
(Aldama and Quinonez eds. 2002:)

A wonderful example of Xicanisma writing is that of Sandra Cisneros. In the
segment below we see her address the hardships faced by Chicanas and the oppression of
women she associated with colonization of Mexico. She reveals in her writing her
awakening, and her beliaf an indigenous consciousness, which heals her.

Sandra Cisneros:

Virgencita de Guadel upe. For a Il ong tim
house. .. Couldnét | ook at you without bl
her mot her and agdhlave putup withathk mameodGoohot her
Coul dnét |l et you in my house.
| wanted you baréreasted, snakes in your hands. | wanted you leaping
and somersaulting the backs of bulls. | wanted you swallowing raw hearts and
*La Malinche, also known as Malintzin, and

and often criticized as betraying her people. A malinche is also another term for
Sahumadora.

* La Llorona, is the fabilized tale of a mother who killed her children, by drowning, and
wanders around at night searching for her lost children. She weeps and wails and steals
any children she may come across

>’ The Virgen de Guadalupe. Tonantzin is the Virgad theVirgen is Tonantzin. The
mother Mary in Mexico. Patron saint of Mexico, symbol of national pride. Her patron
saint day bring smillions of observers to her cathedral, which is also the original temple
site for Tonantzin, at Tepeyac, Mexico
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rattling v ol togaingitode naysnbther or y grardsian @ll that
selfsacrifice, all that silent suffering. Hell no. Not here. Not me....
|l dondt know how it all fell i nto pl
are. No longer Mary the mild, but our mother Tonantgour church at Tepeyac
built on the site of her temple. Sacred ground no matter whose goddess claims it.
That you could have the power to rally a people when a country was born,

and again during civil war, omiathaddur i ng
me think maybe there is power in mother
grandmot herds endurance. Because those

they? the power of understanding someon
beginning of heling.

When | learned your real name is Coatlaxopstle, Who Has Dominion
over Serpents, when | recognized you as Tonantzin, and learned your names are
Teteoinnan, Toci, Xochiquetzal, Tlazolteotl, Coatlicue, Chalchiuhtlicue,
Coyolxauhqui, Huixtocihuh Chicomecoatl, Cihuacoatl, when | could see
you as Nuestra Senora de la Soledad, Nuestra Senora de los Remedios, Nuestra
Senora del Perpetuo Socorro, Nuestra Senora de San Juan de los Lagos, Our
Lady of Lourdes, Our Lady of Mount Carmel, Our Ladytted Rosary, Our Lady

of Sorrows, |l wasndt ashamed, then, to

grandmot herds granddaughter, my ancesto
When | could see you in all facets, all at once the Buddha,....the Spirit, the

Light, the Universe, I couldioe you, and, finally, | earn

1991:127128)
In this piece of literature when Cisneros adopts the indigenous consciousness she starts to
utilize a nahua writing techniqgque: the ide
profundity of names for an energy, spirit, person showcased the multiple sides of them,
bal ance, profundity shows truthso (Pasztor
Two representations are often invoked in Chicana Feminist writing, that of
Tonantzin and La Virgen de Guadpéu These two iconic women can be seen in dances
performed around the world, in musical compositions and sacred and secular artwork. In
Tlazolteotl, Jacqueline Diaz, writes about Tlazolteotl. She is a goddess associated with
human fertility, midwives ath sexuality. She is a mother earth goddess and therefore
sometimes also associated with Tonantzin, one of the oldest manifestations of a mother

earth goddess.
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Tlazolteotl

My sister Tlazolteotl sits there in the mirror and | see her watching me.r;Sgdte says,

"bear down against earth. There is quiet here. There is tenderness stretching us open for
miles."

"I hear your voice floating higher and frantic. Look into my eyes, know that you will not
remember this after long."

| remember the lasttim you wer e here. I was | ost i n Qu
and how each time he fled past, | felt the snake and not the feathers.

"This time will be different."

This time | am clutching your lavender. This time | am howling contently. WithTioa,
pressing at my hips.

Now | am Itzcuintli, down on all fours but traveling towards life. The sun is out
and under me Spring.
by Jacqueline Diaz

This poem was written after Jacqueline became a danzante. The overarching
theme in her work was danzadathe appropriation of an indigenous way of life. In
ANative Mot hero, the book this poem is pul
through danza themes. She invokes Nahua goddesses to represent different aspects of
herself and her mulplex identity. In Chapter Seven | analyze and discuss the
producti on of -indigesouslaachnzuiplextiderditees. p a n

From the time of the Chicano movement through the present Chicano art
movement, Chicana/o artists have been and are still heafilgmeed by preColombian
art work and the use iconic women such as the Virgen de Guadalupe, La Malinche, La
Llorona, and since the 1980s, Frida Khalo. Representations of these iconic women are
also seen performed in dances throughout the Southwest.

There are many other expressive cultural practices which serve to disseminate and

legitimate socially and culturally constructed knowledge and information pertaining to
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the shifting identities of Chicana/os in California, but here | focused exclusively on the
production and performance of sotistorical and cultural memories, identity
production, and tradition within the songs, drumming and poetiaofa,danzante
musicians and poetsdChicana/opoets.

It is important to remember that these expressiaetjmes do not operate
exclusively in a single genre, with the exception of written poetry. The danza sounds and
music operate together with the movement, and other happenings surrounding each
particular danza event. Meaning is created through the sbgpedence of the danza
event as a whole. This concept is clearly described below, in an interview that |
conducted with CRB . CRB is a sdifentified Native American and Mexican, Miwok
traditional dancer. In 2011 we sat down to discuss her firsessmns of Danza Azteca.
Me: What connected with you when you first saw Danza, the dancing, the drumming, the
dancers, the movement?
CRB: neverything about the dancers the way

are the things, thatyouhaveo your ankl| es ?0

Me: HAXayayotes, cha chasbo

CRB: nit almost reminded me of our <cl apper
heartbeat, you know thatoés urmiavtérssadli kteq e\
likeld mome, | i ke a hfendem fseeecluirneg,, elvéenr ystahi ng i s
actually feel when, whether itdéds my dance
Pomos, Aztecs whoever it is. Webdre differ

through the dance, through the somgatt 6 s where it feels, the d

dondt exist really, wedre the same. So it
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steps, all of i1t, all of it pulls me 1in
communication: Augus2011).

In the event CRB describes above she references multiple aspects of the event.
The drums create a heightened sense of awareness amplified by the rush of the sights
(colors of the trajes, feathers, kopillis, face painting, smoke) the smells ¢spgéfrom
the smoke) and the felt, embodied movement of the dancers. Danza events are by
definition multrsensory events.

In particular, the drum is seen as a universal heartbeat, that creates a powerful
sense of home and safeness. This idea is pr@vamong all of the danzantes and
traditional California dancers. The song and dance of the Danza Azteca group showcases
how their identities and histories are connected. The song and dances, these traditional
expressive cultural practices are extremslpartant aspects in their indigenous identity.
She also highlights the idea of an emergentipdigenous identity. This sense of
connectedness and relatedness she expresses, with not only other California tribes, but a
strong sense of connectedness soalal and historical ties to Danza Azteca danzantes. |
will explore this concept of a pandigenous identity and ideology in greater depth in
Chapter Seven.

In Chapter Five | utilize the anthropology of experience, performance and ritual

theory aswell as reception and representation studies to explore identity production and

the reception and representation of Danza Azteca at each of their respective dance events:

practicas,presentations, and ceremonies. | describe how each event lends itself to
different productions of their cultural, social, and political identity. | situate each event in

its particular social and historical context because these factors have an effect on the
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practice and performance of the dance, the value bestowed oiné Slyared

community, as well as the reception of the dance within the larger Chicana/o and
indigenous community within which it is embedded. | also analyze the reception and
representation of danza and danza representations in 1st, 3rd, and 6th gradeatdw
writing Alived experienceodo narratives.
these events as well as data gathered from thesteusiured facdo-face interviews |

conducted with danzantes.
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Figure 1. Ensayo at the \Ashington Neighborhood Center, Sacramento, California.
January 2012.
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Figure 2: Presentation for Indigenous Days at Sacramento City College. Friendship
Dance at the end of the presentation. April 2010.
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Figure 3: Palabra beformur presentation at the Shingle Springs Big Time. August 2010.
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Figure 4: Danzantes lined up and ready to enter and dance at the Auburn Big Time,
Auburn, California, 2010.
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Figure 5: Dancing at the presentation for the Wa She Shu It DeleMatierican Arts

Festival, at the Tallac Historic Site. South Lake Tahoe, California. July 2011.
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Figure 6: Dancing at the presentation for the Wa She Shu It Deh Native American Arts

Festival, at the Tallac Historic Site. South Lake Tahoe, GaidoJuly 2011.
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Figure 7: Dancing at the presentation for the Wa She Shu It Deh Native American Arts

Festival, at the Tallac Historic Site. South Lake Tahoe, California. July 2011.
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Figure 8: Guerrero Ceremony, Sacramen®,/Ci f or ni a. Thi s was t he
during the ceremony, led by a youth dancer in the QuetzalCaklli group. October

2011
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Figure 9: Future Xilonens from Grupo Quetzalcdzitlalli aid in creating the main altar
for the Guerrero Cenmsony during the sunrise ceneny in Sacramento, California.
October 2011.
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eremony prio to the
Guerrero Ceremony in Sacramento, California. Creation led by the Sahumadoras
of Grupo Quetzalcoatitlalli. October 2011.
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Figure 11: Entering the Mayahuel Ceremony in San Francisco, California. September

2011.

135



California. September 2011.

Figure 12: Mayahuel Ceremony in San Francisco
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Figure 13: Xilonen Ceremony, Watsaglte, California. July, 2010.
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Figure 14: Demarcated perimeters of the Xilonen Ceremony in Watsonville, California.

July 2010.
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Figure 15: Demarcated entrance and three of the four directions and perimeters of the

Xantotl Ceemony in Santa Rosa, California. August 2011.
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Figure 16: Demarcated perimeters for the four directions during the Xantotl Ceremony.

Santa Rosa, California. August 2011.
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Figure 17: Four directions prior to a presentation at the®&ugsta Child Development
Center. Sacramento, California. April 2010.
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Figure 18: Sahuamdora leading the procession to the presentation at the Buena Vista

Child Development Center. Sacramento, California. April 2010.
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Figure 19: Hehuetl in position for a presentation in Ceasar Chavez park. Opening for

Jamminé in the Park Event: Mal o Concert.
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Figure 20: Quetzalcoa@itlalli member setting up the Teponatzli for a presentation at
the Auburn BigTime. Auburn, California. October 2010.
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