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ABSTRACT

SHAPINGMEXICO LINDQ RADIO, GENDER AND MUSIC
IN GREATER MEXICO, 1923-1946

By
Sonia Robles
This dissertation studies the early history of radio in Mexico by analyaengadmplex
ways in which border stations, Mexico City national networks and the Mexican gamrnm

interacted and competed over the Mexican audience in the United States betweerd I9%Ha

Following the Mexican Revolution (1910-1920), the government implemented an
extensive reconstruction project which sought to unify Mexico and transfornojiteglrough
cultural and educational reform. Radio, along with rhetoric, art and educationgl\pefie
enlisted by the government to inculcate literacy, nationalism, notionszHretiip, sobriety,
hygiene and hard work. My research shows that as early as 1923 commercialcgaid offi
stations in Mexico targeted the Mexican population in the rural areas of the nationtaad in t
United States through powerful transmitters. To station owners, the airwakegtended to
project the true national folklore of Mexico, display the best manifestatfddexican culture

through music, and, through advertisements and songs, create consumers.

The study of radio in Great Mexico proves that the U.S.-Mexico border region had not
accounted for a border since the 1920s due to the absence of legislation banning these
transmissions and the power of radio to send signals across great disTdnseissertation
argues that the interests of the Mexican government concerning its radioyinvadeist beyond
the national boundaries of Mexico. Situating radio within the industrialization, uabianizand

mass communications technological innovations of the twentieth century redéinele of



mass media and industry growth and development within Mexico. What is morej{ocgmbury
the results were unforeseen: the government’s plan failed to materialissgers and artists
migrating back and forth between Mexico and the United States along thé miosided by

radio realized they had to leave Mexico in order to become true cultural addrassa
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Introduction

Radio was a force aimed to unify and shape Mexican communities in post-revojutionar
Mexico. It was an excellent educator, training listeners how to love, langhfarget, dream,
cry, and, by the middle of the twentieth century, become first-rate corsufRadio
transmissions crossed geographic terrain with ease and thus had an advantage @dtuother
forms like theater or film connecting communities in Mexico to the U.S. Southuwethe
United States, radio gave Mexican audiences the opportunity to feel connected toearttErs
of thePatria, or Motherland, wherever they were located; in Mexico, it taught and reminded the

population that the nation was growing, modernizing and that the future was promising.

The arrival of radio to Mexico in 1923 coincided with important national events; most
notably the post-revolutionary cultural project of the Mexican government whichedlart,
music, folklore and other objects as part of the official discourse. “Revolutionargtiechat
policy sought to inculcate literacy, nationalism, notions of citizenship, spbhniagiene, and

hard work,” writes Alan Knight, “Art, rhetoric, and (by the 1930s) radio weretedlifor the

same purposel.” In the post-revolutionary decades, the government used various forms of
media- film, radio, and later, television- to instill principles of nationabsm bring the people
of Mexico together under the ideology of the ruling political party. Broaiicastas eagerly
embraced by the state because it simplified existing forms of commaniead for its potential

to reach the most disperspdeblosn the interior of Mexico. Political leaders were fortunate

! Alan Knight, “Popular Culture and the Revolutionary State in Mexico, 1910-194@,”
Hispanic American Historical Reviewd: 3 (Aug, 1994): 395-96.
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that radio was part of a new mass media technology that came to maturitgxdd¢henoment

that the government and commercial interests were looking for an efficgamts of reaching the

. 2
Mexican people.

A number of events influenced the growth of the radio industry during the first half of the
twentieth century including: the post-revolutionary national project, the globabeic crisis,
the forced and volunteer deportation of Mexicans in the United States during the 1930s, World
War Il, and the rise of consumerism in both Mexico and the United States. Bei@2%and
1945, moreover, the Mexican radio industry grew exponentially as indicatednbyehrecords
from theSecretaria de Comunicaciones y Obras Publ{géisistry of Communications and
Public Works), or SCOP, the government body responsible for mass communications. SCOP
offices did not begin to keep track of commercial radio until the 1930, when 31 stationa were

operation in Mexico. A decade later, the country was home to 126 stations, 34 in México Ci

. 3 .
and 92 scattered in urban centers throughout the natBythe 1940s the radio was no longer a
“luxury” item in a Mexican household, as it had been in the 1920s; it was as indispensable as
gas stove or a sewing machine. In 1943, an estimated two million radio recesvers w

operation in Mexico, giving way to over 14 million listeners “who look for kind distractions

.. 4
the transmissions.”

This dissertation is a history of radio in Greater Mexico between 1923, when caatmerc

2 Elizabeth Joy Haye®adio Nation: Communication, Popular Culture, and Nationalism in
Mexico, 1920-195QTucson: University of Arizona Press, 2000), xi.

3 Boletin RadiofénicoOctober 1963, p. 83.

* Radiolandia April 16, 1943.



stations arrived in Mexico, to 1946, at the end of the administration of Manuel Avila Bamac

when the radio industry was centralized, censored and part of the nation’s growimg’e’saus
This dissertation situates the transnational capabilities of radio withimari Brexican history

of rapid population, urban, industrial and economic growth. | analyze government records,
official bulletins, correspondence between listeners and radio stations, nessspapalar
periodicals, music and personal archives in order to explain how, from the moment they went
the air, Mexican commercial and official radio stations were internatiusinesses interested

in sustaining a dialogue with Mexicans abroad. Since 1923, for instance, two of the first

privately-owned radio stations in Mexico City, CYL and CYB, boasted that thesrrissions

were powerful enough to be heard in the U.S. Southwest, Central America, an% Cuba.
Literature Review

The twenty-first century is known as an era of permeable borders and transnational
identities, a time dictated by the interests of multinational corporation®wheinternet enjoys
unmatched and unforeseen power. What the study of radio in Greater Mexico during the first
half of the twentieth century uncovers is that some geographic areas haceamotted for a
border in decades. Thanks to the power of radio to send signals across a langealtspatn,
the region has disregarded the political boundaries since the 1920s, when the firshtiad® st

appeared in central and northern Mexico. This dissertation disentangles the phenomenon of

> Within Chicana/o History, the term “Greater Mexico” applies to the preagmiy Mexican or
Mexican-American parts of the United States from the U.S.-Mexico bardehitago. See,

José Eduardo LiméWymerican Encounters: Greater Mexico, the United States and the Erotics
of Culture(New York: Beacon Press, 1999) atwherico ParedesWith His Pistol in His

Hand”: A Border Ballad and Its Her@Austin: University of Texas Press, 197@enerally, this
area is studied vis-a-vis the United States; here, it is understood as one region.

® EI Universal Septembet8, 1923.



transnational broadcasting by Mexican radio stations by drawing onurefadm four bodies

of work: Mexican History, Mass Media Studies, Chicana/o History and GendeeStudi

In Mexico, the post-revolutionary era was imbued with meanings of redemptioafgnd |
aspirations, such as attaining social equality and offering educatiorctbizalhs. Over the last
two decades, scholars have noted that many of the goals meant to take plalce afterthrow
of the Porfirio Diaz (1876-1910) regime failed to materialize; what oatumstead, they

contend, was the consolidation of a political party and a turn towards an authoritatém s/

.7
rule, among other things.

For years, much of the work of the post-revolutionary government project saw the
overwhelming power of the government as omnipresent and omnipotent. In recensdecade
historians began to realize that this period included, not a cultural program thassed gawn
from the government to the people, but one in which a significant amount of negotiation took

place between these two forces. In fact, scholars identified multiple@tgesiggle on the local,

. . 8 . . .
regional and national level.Regarding mass media, in particular, some have challenged the

! The literature on the post-revolutionary era is extensive, ranging from stundzsdenismo
(the administration of President Lazaro Cardenas from 1934-1940) to gendet, pebigsn

and social issues the nation confronted following the war. For the consolidation ofiticalpol
party, see Héctor Aguilar Camin and Lorenzo Melethe Shadow of the Mexican Revolution:
Contemporary Mexican History, 1910-19@%ustin: University of Texas Press, 1993).

8 Post-revisionist scholarship, which emerged in the 1990s, is a vast field. For a &mned\wv
see, Gilbert M. Joseph and Daniel Nugé&weryday forms of State Formation: Revolution and
the Negotiation of Rule in Modern Mexi@@urham: Duke University Press, 1997); William H.
Beezley, Cheryl English Martin and William E. French, &ltuals of Rule, Rituals of
Resistance: Public Celebrations and Popular Culture in Me@igdmington: Scholarly
Resources, 1994); Jeffrey W. RubDecentering the Regime: Ethnicity, Radicalism, and
Democracy in Juchitan, Mexi¢d®@urham: Duke University Press, 1997); Alan Knight,
“Cardenismo: Juggernaut or Jalopygurnal of Latin American Studié®l. 26, No. 1 (Feb.,
1994), pp. 73-107; Mary Kay Vaugha@ultural Politics in Revolution: Teachers, Peasants,

4



belief that it was an obedient servant of the political p%ril;his dissertation contends that while
invigorating nationalism may have been one of the aims of mass media polgressed by

the close link between private businessmen and the government, by no means wasyit the onl
one. Instead, radio entrepreneurs and businessmen, who were interested in they meovetds

of the enterprise, worked with the law to ensure their stations would prosper.

Mexican mass media legislation favored the interests of Mexican eneepsever the
U.S. border radio investors who disregarded the restrictions set in place by tted Fede
Communications Commission (FCC). They attained concessions thpoegfanombres,
(nominal owners or trustees) by the Mexican Ministry of Communications anddEeaggish-
language programming that was entertaining and highly profitable, ygttmaas unlawful. In
turn, Mexican commercial stations earned generous profits advertising irsispadi English

for businesses from New York City, to Chicago, to Houston and Texas.

In Mexico, scholars have pursued the links between nationalism and cultural policy with
greater success. Seminal works by Ricardo Pérez Montfort, for instancanphagortant part

highlightingthe centrality and cultural importance of radio, within the context of the famma

and Schools in Mexico, 1930-19@ucson: University of Arizona Press, 1997).

o Recently, Historian Andrew Paxman has challenged the notion that nationaligirewas
principle aim of mass media policy. Paxman claims that while nationalismdoagentral role,
policy was also driven by two other principles: the desire to contain the masses aeedhe
unite the people of Mexico under the same political party. Additionally, he attriodges
financial aspects, the actions of private business men and industrial economizd tashe
trajectory of mass media policy in the post-revolutionary era. See, AndwawaR, “Cooling to
Cinema and Warming to Television: State Mass Media Policy, 1940-1960,” papentpdese
the conference “Authoritarianism & Resistance in Mexico, 1940-1955,” Michigae Sta
University, East Lansing, 1-2 March 2009, 17.



of national music and folklore in Mexican society following the revolu%lorlx/lexman cultural
policy is also explored in works suchRed, White and Greehy Michael Miller, which
attempts to bring together modernization and culture in Mexico by studying yhartvainema,

ballet and music were taken up by the Mexican government to promote unity durigrtbel

Avila Camacho administration (1940-19188).The formation of the nation state included radio,
however, and existing monographs of the cultural history of Mexico tend to disregard this

important aspect of the nation-wide cultural project.

Within mass communications, the seminal English-language work on radio indMgxic
Radio Nation: Communication, Popular Culture, and Nationalism in Mexico, 1920-950
media scholar Elizabeth Joy Hayes. Her monograph explores the effeayiteerngovernment
regulated radio programming by keeping politics and religion out of broadcastiintpe ways

in which radio served as an effective medium to transmit messages &aidh to the

. .12 . L . . .
hinterlands of the nation. While Hayes convincingly illustrates the importance of radio to the
national project, she leaves many unanswered questions regarding the refabethseen mass
media and the government beyond Mexico’s political borders, such as: how did paéazid

use radio to reach a public outside of Mexico? Or, how was mass media integrateel pust

10 Ricardo Pérez MontforEstampas De Nacionalismo Popular Mexicano: Ensayos Sobre
Cultura Popular Y Nacionalism@gMeéxico, D.F: CIESAS, 1994.) artekpresiones Populares y
Estereotipos Culturales en México. Siglos XIX y XX. Diez EngMéosgco, DF: Casa Chata,
2007).

1 Michael Nelson MillerRed, White and Green: The Maturing of Mexicanidad, 1940-{84U6
Paso: University of Texas at El Paso, Texas Western Press, 1998).

12 Elizabeth Joy Haye®adio Nation: Communication, Popular Culture, and Nationalism in
Mexico, 1920-195(@Tucson: University of Arizona Press, 2000).



revolutionary national economy? Taking into account that alongside petroleum, automadbile a
aeronautical production radio was considered an important part of the national econdsny for i
production value, the number of people it employed, and that entrepreneurs along the U.S.-
Mexico border were benefitting from using radio communications to meet the cansume
demands of Mexican immigrants in the United States, it is important to exploeeginestions
further. By 1944, for example, Mexico was home to 911 radio stations and, according to the

Ministry of Communications and Public Works, an estimated fifteen million pesos had bee

invested in their establishmeln?f.

Other studies within mass communications have focused on the “Golden Age,” (1920s-

1950s) of radiol,4 or have invoked theory, in particular that of Benedict Anderson, to
demonstrate that nations are in fact communities that are sociallyumedtand imagined by

the people who perceive themselves as part of that group. Anderson’s work, on theardfuenc
print technology on nationalism, challenged scholars to think of ways that communication
transfers to millions of people across great distances with the help of the mﬁa%Srrin

response, cultural critics within Latin America have noted the centrabmidghation-building

13 Radiolandia Septembe22, 1944.

14 Michele HilmesRadio Voices: American Broadcasting, 1922-1949hneapolis: University

of Minnesota Press, 1997); Susan J. Doudlasening In: Radio and the American Imagination
(Minneapolis: University of Minnesota Press, 1998); Michele Hilmes and Jasoglibpyds.)

The Radio Reader: Essays in the Cultural History of R@déw York: Routledge, 2002); and
Jason LoviglioRadio’s Intimate Public: Network Broadcasting and Mass-Mediated Democracy
(Minneapolis: University of Minnesota Press, 2005).

15 Benedict Andersonimagined Communities: Reflections on the Origin and Spread of
Nationalism(New York: Verso Books, 1991).



. . : 1 -
role of the media and nationalism more broaglyl.-lowever, to date, most examples within the
mass communications field that touch upon radio stations in Mexico heard in the Uniésg Stat

center around the “Border Radio” phenomenon, popularized by Gene Fowler anch®&iibCir

in a book by the same titile7.

“Border Radio,” is a blanket term used to describe powerful and influential U.8. radi
stations set up in Northern Mexico between the 1930s and the 1B6€se stations disregarded
the restrictions set in place by the FCC, attained permission and licénesmthe Mexican
government, and established single-station networks whose extraordinary poweddheir

programs to be heard all over the United States.

The border radio interpretation maintains that Mexico granted U.S. entrepreneurs
permission to establish high-frequency radio stations on the Mexican side of theitordier
to circumvent U.S. laws prohibiting them from using the stations for non-sanctiongtiesct
such as selling medical treatments or offering horoscope readings ovir theeaMexican
government welcomed the opportunity “to tweak American broadcasting estadtisanu the

Yankee imperialists who had established hegemony over the North American ajifveave

16 See, Néstor Garcia-Canclifiransforming Modernity: Popular culture in Mexi¢Austin:
University of Texas Press, 1993fgsus Martin Barber@ommunication, culture and hegemony:
From the media to mediation§London: Sage Publications, 1993); Ricardo Pérez Montfort,
Estampas De Nacionalismo Popular Mexicano: Ensayos Sobre Cultura Popular Y Nacionalismo
(México, DF: CIESAS, 1994).

17 Gene Fowler and Bill Crawfor@order Radio: Quacks, yodelers, pitchmen, psychics, and
other amazing broadcasters of the American airw@#estin: Texas Monthly Press, 1987).



. . 1 . . :
argued by Jim Fowler and Bill Crawforg. However true this may have been, this narrative
disregards the concessions the Mexican government gave to Mexican entreprdreewanted

to use the stations to “be heard among the population in Southern California, where wfillions

Mexicans exist,” as requested by a Mexican entrepreneur in the J1993055b0rder blasters
emerged and gained influence over the U.S. airwaves in the middle of the tweeatitiry, the
Mexican government relished making a stand in the international field of massioaations
by allowing its own entrepreneurs to build stations for international use. In turmsduize
Mexican businessmen capitalized on the government’s project and crafted a celnasede

international commercial radio industry.

Historians of Mexico have explored the many angles of state formation folldeng

Mexican Revolution. Those who focus on the cultural project explain its wide rnge o

. . .20 . . . .
manifestations across Mexico. This dissertation explores the complex relationship between
nationalism and media in Mexico and proposes that it is a more complex picture, as

transmissions from central and northern Mexico crossed political borders to nadweltvate

18 hid, 205.

19 Archivo General de la Nacion (AGN), Fondo Secretaria de Comunicacionessy/Rilinecas
(SCOP), Expediente 22/131.6 (722)/23.2.

20 For some examples of nationalism within the context of Mexican post-revoluticuiguyal

project see, Claudio Lomnitz-AdldExists from the Labyrith: Culture and Ideology in the

Mexican National SpacéBerkeley: University of California Press, 1992); Julio Morevankee

Don’t Go Home!: Mexican Nationalism, American Business Culture, and the Shaping of Modern
Mexico, 1920-195Q Chapel Hill: The University of North Carolina Press, 2007); Eric Zolov,
Refried Elvis:The Rise of Mexican CountercultBerkeley: The University of California

Press, 1999). Radio, in particular, is explored in the essay by Elizabeth Joy Meayes)dl
Imaginings on the Air: Radio in Mexico, 1920-1950,” in Mary Kay Vaughan and Steven E.
Lewis. Eds. The Eagle and the Virgin: National and Cultural Revolution in Mexico, 1920-1940
(Durham: Duke University Press, 2006.)



a particular brand of Mexican nationalism outside of the nation’s borders.

For instance, the Northeast and Northwest regions of Mexico followed their own path of
development, different to the ones taken by commercial radio stations in Mexico/Azhen the
commercial radio industry expanded in the 1930s in the Northeastern states of Coahuila
Tamaulipas, Sonora, Chihuahua and Nuevo Ledn, conflicts arose between stationrowners i
Mexico City and those in the rest of the country. The story of entrepreneurs in iaalider
contradicts the official histories of Mexico which favor the centralizinggyaf the government
where Mexico City is the center of all political, economic and culturaligctiMexican
historians such as Fatima Fernandez Christlieb, who studied radio pioneerseax@mEsstates

in northern Mexico, argue that the history of other post-revolutionary institutionsiiacht

. . . . " . . 21
manifestations like mass media reveals other centralities outside @ipiled.C

In addition, this dissertation attempts to reconfigure the study of Mexicamadiistory,
which has either tended to focus attention on U.S.-Mexico rela2t|20mlsplaced a dividing line

in the year 1940, following the Cardenas administra%lson.

In Mexico, the body of work examining the birth and role of the radio industry explores a

21 FatimaFernandez Christlieb, La radio mexicana: centro y region@géxico, DF: J. Pablos
Editor, 1991), 29-30.

22 See, Gilbert M. Joseph, Catherine LeGrand, and Ricardo D. Salvatore(C{eds.)
Encounters of Empire: Writing the Cultural History of U.S.-Latin American Rels(Durham:
Duke University Press, 1998) and Helen Delp&e Enormous Vogue of Things Mexican:
Cultural Relations between the United States and Mexico, 1910¢(If@836aloosa: University of
Alabama Press, 1992).

23 Gilbert M. Joseph, Anne Rubenstein, and Eric Zolov, (e@sagments of a Golden Age: The
Politics of Culture in Mexico Since 194Durham: Duke University Press, 2001).

10



number of topics ranging from the history of the founders and pioneers, to the way radio

followed the official discourse of the post-revolutionary s%é'tdnternational transmissions,
these scholars maintain, were created primarily to sustain comhii@ksavith the United
States. For the most part, Mexican scholarship has not taken into account thecstimate
million Mexicans who hadnigrated to the United States by 1930. They tuned in to Mexican
radio stations regularly and wrote letters to Mexico City indicating #érgoyment of the
programs, criticizing the music being played or asking for the government to seiedlmus
groups north. This dissertation compliments Mexican scholarship on the early bistadio,

but expands the picture by demonstrating that there were other focal points, sicNagheast
and Northwest, which played an influential role in the development of the national radio

industry.

Chicana/o scholarship has provided ample evidence of the strategies employed by th
Mexican community living in the United States to sustain close ties withatlehand their
heritage nation during the first half of the twentieth century. The estaidint of Mutual Aid
Organizations, Consulate offices, holiday parades, “Patriotic Commitees dther grass roots

organizations which celebrated national holidays, for example, have been exploneanhlyea

24This scholarship is extensive. For a general overview, see Jorge Mejiafistdria De La
Radio Y La Television En Méxi¢Goleccion México vivo; México: O. Colmenares, 1972);
Fernando Mejia Barquerd,a Industria De La Radio y La Television y La Politica Del Estado
Mexicano(México, DF: Fundacion Manuel Buendia, 1989); Gabriel Sosa Bksanil y una
radios: una historia, un analisis actual de la radiodifusién Mexicéviéxico; New York:
McGraw-Hill, 1997); Angel MiquelDisolvencias: literatura, cine y radio en México (1900-
1950)(México, DF: Fondo de Cultura Economica, 2005); Fatima Fernandez Christéieb,
Radio Mexicana: Centro y Region@déexico, DF: J. Pablos Editor, 1991); Juan LeyRaljtica
educativa y comunicacion social: la radio en México, 1940-1@M6éxico, DF: Universidad
Nacional Autbnoma de México, 1992); Pavel Grana&3): 70 Anos en el aif@éxico, DF:
Editorial Clio, 2000).

11



of scholars. Specifically, these studies mention the importance of music, mddithar forms

of entertainment in the formation and sustainment of the U.S. born Mexican and Chicana/o

communities of the United Statze‘ré.More recently, scholars who study the history of media
among the Mexican and Chicana/o population in the United States have used the terrh-‘Spanis

language media” to describe films, radio programs, and theater that playelisin the United

. . . . ., 26
States to a Mexican and Chicana/o audience in the better part of the twemiieti. ce

As singers, actors, composers and performers in the United States, Mexidgraimsn
and U.S. born Mexicans also contributed to the field of the mass communications induastries, i
particular radio. Roberto Avant-Mier recently claimed that the “borderdotdsif the 1930s
were “the first mass medium that was truly multicultural,” since thatufed music of poor and
working class whites, African Americans and Latinos. But in fact, as tiserthsion
illuminates, other forms of media were diverse, such as English-languhgetations in the
U.S. Southwest where Mexican immigrants and U.S. born Mexicans sung in “block

programming” on a regular basis since the late 1920s. Through these Spanish-langage

25 See, Vicki L. Ruiz,From Out of the Shadows: Mexican Women in Twentieth-Century
America(New York: Oxford University Press, 1998); George SandBezpming Mexican
American: Ethnicity, Culture and Identity in Chicano Los Angeles, 1900-(&\s York:

Oxford University Press, 1993); Lisbeth Ha@snquests and Historical Identities in California,
1769-1936Berkeley: University of California Press, 1995); Matt Gar&i&Vorld of Its Own:
Race, Labor, and Citrus in the Making of Greater Los Angeles, 1900(C®&pel Hill: The
University of North Carolina Press, 2001); Anthony F. Madiéesxican American Mojo:
Popular Music, Dance and Urban Culture in Los Angeles, 1935-1{@88ham: Duke

University Press, 2008).

26 See Colin Gunckel, “’A Theater Worthy of Our Race’. The Exhibition and Riecept
Spanish Language Film in Los Angeles, 1911-1942,” (PhD Dissertation, Uhnar€lalifornia
Los Angeles, 2009) and Dolores Inés Casillas, “ “Sounds of Belonging: A Cutistaly of
Spanish-Language Radio in the United States, 1922-2004,” (PhD Dissertation, Wnofersi
Michigan, 2006).
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slots, Mexican entrepreneurs, broadcasters, radio singers, and musieraalsthe face of U.S.

commercial radio by offering Mexican music to an immigrant population anchdipzal

. - . 7 .
businesses prosper by advertising their products over tﬁe air.

For the most part, the work within Chicano, Mexican-American and Latino Stadigs
to focus on the geographic region within the boundaries of the United States. ilonadoit
literature within Chicano studies fails to consider the efforts that thécklegovernment,
funneled by its Ministries, Institutions and Consulate Offices, made to feaa@miigrant
population living in the United States through mass media, including radio broadcastthg. Ra
transmissions accelerated the link Mexican immigrants in the Unitees3tad with Mexico.
By calling to attention the influence that radio stations along the U.S.-Mexiderdwad in
helping sustain an overseas audience of listeners and showing how the Mexican €onsulat
worked alongside commercial radio, this dissertation challenges the undergtaf the
Southwest borderlands and speaks to a range of issues of great significancehiceiha/ @

community and identity formation, including language, music and gender roles.

Lastly, this dissertation draws from studies of Women and Gender in Lagnidem To

: . . . 28 .
date, the literature that explores the intersection of gender and mass niedtads ~ In spite
of this oversight, however, the medium offers invaluable insight into changing getatiems

in the twentieth century. Because radio blurs “boundaries of public and privatatseptre

21 Roberto Avant-Mier, “Heard it on the X: Border Radio as Public Discourse anctine L
Legacy in Popular Music” in Michael C.Keith, eRadio Cultures: the Sound Medium in
American Lifg(New York: Peter Lang, 2008), 50.

28 For a history of women, gender and radio in the United States, see, Donna Haeakir{§
for themselves: How Radio Brought Women into the Public SpheiRadio Cultures: the
Sound Medium in American Lifslichael C.Keith, ed. (New York: Peter Lang, 2008).
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voice from the seen body,” as historian Christine Ehrick argues, “[it] is a tegyneith

profound gender implications, one in which we can hear the challenges, re#fisraatd

contradictions of the gendered soundscape in the first half of the twentieth C’gr%tury

Over the course of radio’s development, women in Mexico were caught in a cordradicti
that pulled them in two directions: between the modern, post-revolutionary projecetitatc
new spaces and opened up new opportunities for them, and the undeniable fact that they were
working for an anti-feminist industry and often stopped working when they gotechamhad
children. Radio, which was not a static object but a force that molded people’s bghavior

attitudes and ideas, had conflicting effects on gender relations.

Early on, the radio industry welcomed the participation of people from all &geadio,
men, women and children found an array of new possibilities as workers, singstis, arti
directors, actors, composers, etc. Moreover, radio broadcasting appeared whenntsoveme
fighting for equal rights and gender relations were beginning in nationssdcaitin America. In
Mexico, it emerged when the new political order, the post-revolutionary govetnpnemised
to bring profound social changes in class and gender relations. During #ipdilticians,
intellectuals and artists were optimistic about the future and attempted taucoasew society

based on shared revolutionary values.

At the same time, radio reinforced gender norms and behaviors in Mexico. Given its
direct connection to the state, Mexican radio broadcasting carried patrarehtanes. At

times, the message of the government, via radio airwaves, became the patermdl voice

29 Christine Ehrick, “Savage Dissonance: Gender, Voice, and Women’s Radio Speech in
Argentina, 1930-1945” in David Suisman and Susan StrasserSedsd in the Age of
Mechanical ReproductiofPennsylvania: University of Pennsylvania Press, 2009).
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inclusion, calling for every Mexican télacer labor pro-Patria” roughly translated as “engage
in patriotic work” in his or her daily life. For those who lived in the United Statesirttiuded

returning to the homeland and investing in the nation’s future.

Moreover, many of the myths concerning Mexican national identity, the modelsrogitli
the behavior of men and women or the importance of familial unity were born in the studios of
commercial stations in Mexico during the 1920s, and advanced with the full consent of the
government in the subsequent decades. In particular, the radio industry appropriated and
replicated the model of tHeran Familia MexicandGreat Mexican Family), crafted by the
government. Recently, historian Ann Blum has explored the meaning and usage ottte “Gr
Mexican Family” metaphor. The symbol is understood to signify an agreemehicim w
disparate revolutionary leaders were co-opted byHrédo Institucional Revolucionario
(Revolutionary Institutionalized Party), or PRI, and placed into the pantheon of retbes
1920s. “The family metaphor,” according to Blum “naturalized gender relationssgation
biological reproduction and then projected them onto the nation at large. The faniily idea

productive and protective fathers, nurturing mothers, and healthy children- offered the

paternalistic state powerful justifications for its authority over itstioas constltuents.’O

The activity of the most influential commercial station in Mexico, XEW, offileesbest
illustration of this phenomenon. According to Mexican scholar Jorge Mejia Prietog bEEW,
impresarios had one of three objectives for new stations: to be used for teckpecahents, for
the diffusion of culture and education, and, to a lesser extent, for profit. Mejia Pmetades

that during the early 1930s, with the exception of Emilio Azcarraga Vidauwbktawas the first

30 Ann S. Blum,Domestic Economies: Family, Work, and Welfare in Mexico City, 1884-1943
(Lincoln: University of Nebraska Press, 2010), XXVi-XXVii.
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man to think of radio as a business in Mexico, radio station owners either lacked tHeocapita
the vision to fulfill this role. Additionally, he argues, when Azcarraga inauguratestetien on
September 18, 1930, his objective was not cultural, scientific or artistic but fogipmic; to

“unify the ‘great Mexican family,” create an extraordinary labor sewand establish a colossal

3

: 1 . . .
factory of idols.” ™~ In order to not fall out of favor with the government, radio stations across

Mexico appropriated the family model put forth by the state and used it for theproiit.

During the decades following the Mexican Revolution, women negotiated sociasspac
characterized by contradictions. Mexican scholars, Julia Tufion and Carmen RaarafoBs
for instance, argue that after the Revolution there was a stark contragicthe messages

women received from the government, private media, and that which they were@eaidaily
basis in the urban centers of MexF’czoAt work, in the factories and shops, for instance, many

created their own space-based conceptions of female V“T’r?fuﬂﬁthin radio, which was a
professional industry by 1930, women were given the opportunity to perform and sing in public;
but simultaneously, they were also used by the conservative governmenbatssyhaignity,

abnegation, moral strength, and nationalist purity.

This dissertation illustrates the way commercial stations transifigéendered

programming,” which replicated the gendered stereotypes of Mexican mag(and virile)

31 . . . . . L L.
Mejia Prieto Historia de la radio y la television en Méxicgs.

32 , . . . . . L.
Carmen Ramos EscandoORresencia y transparencia. La mujer en la historia de México

(México, DF: EIl Colegio de México, 1987) and Julia Tuifldojeres en México: una historia
olvidada(México, DF: Planeta, 1987).

33 Susie S. PorteiVorking women iMexico City: public discourses amdaterial conditions,
1879-1931 (Tucson: University of Arizona Press, 200d.
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and women (soft and virtuous). What is more, because radio was a site wherengasnder
negotiated, renegotiated and contested, it demonstrates how Mexican women, who used the
exposure given to them by radio, toured the United States and effectivelyl @gates where

they exerted their place and value within society.
Chapter Outline

Each chapter of the dissertation is organized thematically around thes/&abors,
circumstances, methods and by-products of the creation of an international radice@udie
between 1923 and 1946. In the first decades of the twentieth century, a distirat®between
legitimate and “popular” forms of entertainment in many countries in theeiddemisphere.

At that time, the members of the cultural elite defined “popular” forms of amterént as those

.. 34
that were frequented by large masses and that lacked artistic value.

In Mexico, cultural authority and transmission had been in the hands of the upper classes
since the sixteenth century. This sector of society believed that it wastamt to maintain a
high sense of morality and culture in the entertainment industries. Howegethafarrival of
new technology in the twentieth century, the arbiters of culture became péduplead not
previously been involved in intellectual or cultural production, such as businessmen, radio
station owners, operators and artistic directors. In Mexico, as people begarhtspuheir
own radio sets for personal use in the 1920s, “popular” forms of entertainment becamosithe
frequented. Chapter one explains the circumstances in which radio broadaastuia
Mexico and the way artistic and literary groups appropriated the medium|as whee drastic

changes that radio created for the urban population of Mexico. The importance theddkarl

34 For more on this see, Lawrence W. Levidegghbrow/Lowbrow: The Emergence of Cultural
Hierarchy in AmericdCambridge: Harvard University Press, 1990).
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broadcasting stations placed on music and culture, in fact, allowed the industrylop détte a

transnational vision and take messages across the border into the United States.

During the 1920s, when Mexico was following broad policies of economic
reconstruction, free enterprise, and capitalistic development, along withgdedh the internal
crisis brought about by the Cristero Rebellion (1926-1929), President Plutarc&kllies relied
on radio as a mouthpiece for his policies both at home and abroad. Radio stations in Mexico
City transmitted the government’s official message through music, canésand cultural
programs. Through state-sponsored radio stations affiliated with new institiketisel
Secretaria de Educacion Publiacar, SEP, the Ministry of Public Education, the radio industry
was able to take the message of the government across international borderst t@bapt
explains the way this was carried out by SEP station XFX, which was one abtledtions to
monitor its international transmissions and successfully send messages lhihit¢ldeStates.
More than any government-sponsored station, XFX set an example to other statidhssing
culture to all social classes in Mexico and, more importantly, communicatihdieiican

immigrants and U.S. born Mexicans abroad.

The development of the radio industry was influenced by a range of people in the priva
sector including engineers, inventors, wealthy entrepreneurs and businessnsenasTiie
generation who came of age during the Mexican revolution (1910-1920) whose lives were
transformed by the arrival of modern equipment and technology emerging inlyhi eaid-
twentieth century such as the telegraph, automobiles, airplanes, and, of @ulioseGGenerally,
these businessmen were not part of the intellectual or ruling classes iroMesiead, they
invested in the nascent industry purely out of curiosity or commercial and Aheggsons.

These men, and some women, were part of a growing entrepreneurial aagsgnmm Mexico
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at this time. One, which, some argue, had little or no political ties. In the Northysbdynass
communications legislation to create consumers across the border whichefiittiee
“Americanization” of Mexican immigrants and, at the same time, spurregroingh of Mexican

small businesses in the United States.

Chapter three explains how, between 1930 and 1950, Mexican trans-border entrepreneurs
building radio stations along the US-Mexico border influenced the formation of an ®versea
radio audience in two ways. First, they followed the principles and goals of thegad’s
post-revolutionary project by using the law to their advantage. Since the growéhnation
followed a capitalist path, stations were able to woo local and international sesirie
advertise their products over their stations. Second, they were cultdiatiyne to the needs of
their listeners. Not only did they see the potential of the overseas market bigighleyly made

reference to this audience in their programming through auditions and contests.

One of the reasons why radio was an effective tool in nation formation is that it i
medium allowing a mass-mediated message to be experienced by listeni#esantdocations.
The common space where these messages were received has no set teavtany, all
transmissions from Mexico City to be easily heard in Los Angeles and i@anid, the two
cities with the largest concentration of Mexican immigrants duringitstehialf of the twentieth
century. Chapter four studies the Mexican immigrant and U.S. born Mexican conesiumiti
these two cities and explains the way they sustained the tradition of listeexican music

in their daily lives.

Within the span of two decades, for Mexican immigrants and U.S. born Mexicans in the

United States, Mexican music served both as a link to become reacquainted wiihghand a
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bridge that exposed them to new music styles. As Chapter four suggests, some sxficthess
theboleroand thecancidén rancherawere favored over classical music ammridosin radio
station programming for three reasons. First, they focused on the strugdjlespariences of
the individual, instead of the community. Second, the lyricamméherasandboleroslacked a
specific geographic setting, other than the countryside and the urban ceptectively. Thus,
Mexican listeners from Monterrey to San Francisco were able to lstesdng and share the
same experience. And lastly, for the most part, these songs did not glorifyidmésriastory
and Revolutionary past. Commercial radio stations and record companies in the thatéed S
capitalized on these features and, thus, made these types of musical genresainfittbeti

creation of the overseas radio audience.

Music was a powerful cultural force stitching together ideddé@fico Lindo(Beautiful
Mexico) for immigrants and their U.S. born progeny. On the U.S. side of the bordenxiaarMe
communities defined themselves‘Bexico de Afuera”(Mexico outside of Mexico), they used
the radio, their consulate offices and local Spanish-language newspmagiens ¢connected with
Mexico. This chapter proposes that the Mexican immigrant community in Los AregeleSan
Antonio helped sustain the Mexican overseas radio audience because it pursuest capitali
interests. Consulates facilitated cultural activities, newspapers iaddeur local Mexican
businesses, and radio stations promoted Spanish-language and Mexican records for the

population to purchase.

Chapter five studies some of the careers of men and women in the radio industry during
the 1930s and 1940s. In particular, it looks at music and gender, and they way radio created new
spaces for men and women while simultaneously reinforcing existing normsteaanddos.

Music serves as a useful avenue for this study because it unified peoplereindiffges, classes,
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locations and backgrounds along with shaping Mexican masculinity and affectiradetioé
women in society. For example, it allowed men to express sentiments thatidateest
machismo and tenderized their hearts and allowed fearless singdnsdilee Reyes to be a
national icon; however, through the misogynistic lyrics of Agustin Lara’'sdmlé also

relegated the importance of women in Mexico.

The theater- and later, radio- stage was a revolving door of singers, artistslsnus
theatrical companies and music. It was also the principal platform whededns in the United
States witnessed accurate and up-to-date displays of Mexican draara] artsic. In Mexico,
the theater was the cocoon of popular culture and folklore. As Carlos Monsivais notegnbetw

1910 and 1950 what was considered “popular’ is drawn from the theater, cabarets asd partie

the passion of serenades and by the ‘other life’ promoted by cinema and3r5acmee the
Colonial Era, theater in Mexiaelied on the direct participation of actors and audience, which
included all classes of society. The theater was also a thriving indugteyih$. Southwest
before the arrival of commercial radio. In the mid nineteenth century, whenllich mguare
miles of Mexico’s territory was relinquished to the United States dfteMiexican-American
War, some cultural aspects of the Mexican population living in those areas wereget;ha

theater, in particular, was one of them.

Chapter six explains how, thanks to the circuits established by the theateryindust
Mexican singers and actresses were able to leave Mexico and tour the thtiésd\h ease.

In the 1930s and 1940s, when the government considered the tours and exposés of artists

3 Carlos Monsivais,“Yo soy humilde cancionero (de la musica popular en Méxicolirelid\
Tello, ed.,.La musica en México Panorama del siglo X¥éxico, DF: Fondo de Cultura
Econdmica, Consejo Nacional para la Cultura y Las Artes, 2010), 197.
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“cultural” acts, Mexican immigrants benefitted from their closeneske recording studio. With

the proper uniform and a musical selection that includadheras radio assisted in the

formation of not just an international radio audience, but also of true “transnatdists and
singers. For instance, in the late 1940s, influential duets, slasadegres de Teran

performed in border cities like Reynosa, appealingraceroworkers in the U.S. Southwest

who had been hired in significant numbers after the Second World War. Thus, as the chapter
argues, the post-revolutionary government’s cultural project to use Mexicamnssiagolidify

the bonds between the two nations was fragmented; by mid-century, it was Mexicgrants

and U.S. born Mexicans in the United States, like Pedro J. Gonzalez and Lydia Mendoza, who

truly fulfilled the government’s cultural mission on their own terms.

Finally, the dissertation explains the state in which the radio industry foeffdntby
the 1940s as a result of censorship, international legislation and agreementsosuadl ctadin
networks. The trajectory of Mexico’s radio history took a drastic turn in 1941 wittrélé&on
of Radio Programas de Méxid¢Mexican Radio Programs) or RPM, the country’s first national
network based in Mexico City. Network programming consolidated all tha@grtismmmercial
and cultural activities of the country. In return, the influence of border statmmly flegan to
wane, as, in order to succeed, they had to connect with Mexico City either througjepherte
during a live broadcast or wait for a recorded program to arrive through theMwiover,
networks led to the decline in trans-border broadcasting because their stoprenfry power
allowed them to fulfill the objective of reaching the audience in the United Stases result,

the symbiotic relationship between the government and the private sector continued.
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Chapter |

The Birth of “La Nueva Maravilla”: Radio arrives in Mexico

“La palpitacion del minuto ahora si es cierto que se recoge, como el agua en el cuenco de las
manos’

“It is certain that the palpitation of the moment can be gathered, like waker palm of your
hands.”

-Lic. Alejandro Quijano, 1923

On September 27, 1921, at fheatro Idealin downtown Mexico City, an eleven-year-
old girl, Maria de los Angeles GOmez, sang during one of the country’s\feesaliio
broadcasts. Two technicians: her father, Adolfo Enrique Gémez Fernandez, & ohldtzr,
and her uncle, Pedro Gomez Fernandez, a dentist, assembled transmission equiphaeht that
been donated by the owner of the theater for the program. “You may ask yourselidebttra

and a dentist were doing with electronic equipment,” Maria recalled, ‘T$wea is simple.

During those days men were in love with science and techno}ogy.”

Not yet a teenager, Gomez had never performed before a live audience imtsang
microphone; at the time, the nation’s capital was still familiariziegifitvith electricity. “Do
not begin to think that | was a great singer,” she admitted, “my father @atiuclying music
and, since | was his only daughter, he included me in that memorable transmission.” The

program, in which acclaimed singer José Mojica interprétedei, by Paolo Posti, also included

! Maria de los Angeles Gémez Camacho quoted in José Felipe Galvez Cancino, ‘ters dedli
Alba, (la primera década de la radiodifusion mexicana),” (Tesis de litera;i&acultad de
Ciencias Politicas y Sociales, UNAM, 1975), 235-41.
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Tango Negrosung by Gomez. This was “one of the couplets that Maria Tubau would sing, a
famous singer during that time, which |, at the age of eleven, profoundly admired:'th@ve
course of the next five months, on Saturday and Sunday evenings from 8:00 to 9:00 p.m. the

“station of Dr. Gdmez,” as it was known throughout the city, broadcast musicaltsomat! it

went off the air when the family relocated to Saltillo, Coahzuila.

On that same night in late September, another notable event in the history of radio in
Mexico took place. While the tenor José Mojica enthralled the theater audienceswithj&stic
voice, one kilometer east of theatro Idealthe Mexican government publically inaugurated its
radio equipment which consisted of two machines: a transmitter, used to send informdti@n, a
receiver, used to listen to aural messages. In that program, in which the gavepannered
with the newspapdExcelsiot technicians, journalists and government bureaucrats took turns
passing around a set of headphones to hear news bulletins and greetings received in the

Legislative Palace from a second radio “station” in the Chapultepec (aStkelometers south

of downtown Mexico Citys.

The unveiling of the government’s radio machinery was a transformationalfexé&ms
urban population. Months earlier, engineers working for President Alvaro Obregarstedied
the equipment and through its public inauguration, the administration proved that ipabkeca
of applying modern methods of communication in everyday activities. Furthermoliggthe
transmission at th€eatro Idealand the public ceremony were significant moments in the

trajectory of mass media development in Mexico and the relationship betwe@vénengent

2 |bid, 235-41.

3 Excelsior.28 de septiembre 1921. “Dos estaciones de telefonia inalambrica. Ayer fueron
inauguradas en la Exposicion Internacional establecida en el Gran Pagsiativo.” P. 1, 3.
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and the Mexican people. Not only were they visible signs that modernity hadl doritree
nation’s capital, but in a scientific sense, the broadcasts were proof thiebMes capable of
using technology to do something unthinkable at the time: carry messages frayoatios lof
the city to another without the use of a telegraph or a telephone wire. For thedenof the
decade, the capital city’s population enthusiastically embraced the ngeoaedul tool that

altered their cultural practices, leisure activities, and the spatial @irtieeir city.

This chapter explains the environment in which radio arrived to Mexico, its initial
growth, its link with art and culture, and the way the industry evolved from the 1920s tolyhe ear
1940s. The close relationship radio had with culture, music and the collaboration beeveen th
government and the private sector facilitated the creation of an overseascau Two features
found in the early history of radio: songs and international transmission, distinguished t

Mexican radio industry from other businesses and industries in post-revolutionagpoMe

Early History of Radio in Mexico

The discovery of electromagnetic waves in 1887 by the German physemsi, Hertz,
made the invention of radio possible. At the time, industrial growth was taking Europdd@va
new era regarding communications and transportation. Within this context of izdarstr
technological expansion, Guglielmo Marconi created the first radio in 1895. However,
development costs prohibited the industry from growing until the early twentietirgertten
communications grew exponentially, shrinking distances between markers arigetineen

order and delivery.

Following the First World War countries in the Western Hemisphere adopted stric

guidelines regarding the use and development of mass communications. In Mexico, t
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infrastructure needed for the growth of railroads, telegraph lines, and raadsiilt in the late
nineteenth century. Under the direction of President Porfirio Diaz (1876-1910hvwhement
stimulated economic growth according to broad capitalist principles. fdiigled importing
radio equipment from Europe, but keeping it within the control of the government and the
military. During the Mexican Revolution, troops relied on telegraph operatorsharmye
information throughradiotelefoniaandradiotelegrafia the former sending Morse Code signals
through telegraph lines and the latter transmitting voices or words through whetogaize
today as the telephone. In the years of fighting, telegraph workers labmngdide the army or

in military camps, providing generals with dispatches containing vitalnrdbon and, at times,

joining the rank and file officeré.

In the early twentieth century, mass communications methods were ¢iynstatving
and the radio apparatuses that emerged after 1921 surpassed the technology airttie day
brought together two pre-existing instruments: the telegraph and the telephoaecsil,
amateur radio stations sprung up throughout Mexico. In Monterrey, for example, oingt the f
radio transmissions on record took place on October 9, 1921 by an electrical engireger nam

Constantino de Tarnava Jr. who built and operated a private radio station in his home that he

called “TND,”5 or Tarnava Norte Dam%.

4 The use of radio during the Mexican Revolution is a topic yet to be explored. Fdr a brie
overview see, Friedrich Katka guerra secreta en Méxi¢México, DF: Ediciones Era, 1981)
and Roberto Ornelas Herrera, “Radio y Cotidianidad en México (1900-1930)” inAdeelos
Reyes, ed Historia de la vida cotidiana en Méxicbomo V. Volumen 1. Siglo XX. Campo y
Ciudad. (México, DF: Fondo de Cultura Econdmica, 2005).

> Jorge Mejia Prietdilistoria de la radio y la television en Méxi@déxico, DF: Coleccion
México Vivo, 1972), 14-15.
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In the official records and the press, the two forms of communicatidiatelefoniaand
radiotelegrafia,were calledlelefonia sin hilogwireless telephony) or at times, T.S.H. This

acronym was useful in the appropriation and fusion of technology with art bycatidtliterary

circles in Mexico during the 1920s, most notably byI.ILBHfidentistas7 Of interest is that the
use of the word, “radio” was not used during the ‘20s, ‘30s or even ‘40s. Instead, radio-
telegraphy, radio-telephony, radio-communication and, more commradig;difusionwere the
most frequent ways to describe what we call today as radio: the act of trangsautal

messages destined to be received, or “picked up” by a receiver.
Radio and the Avant-Garde

“Estridentismaand radio are bosom brothers. They belong to the vanguard!” wrote the

editor ofEl Universal llustradoArqueles Vela in 192§ Outside of his job in the magazine,

Vela, along with Manuel Maples Arce, was a founding member dskidentistas In the

1920s avant-garde groups like tBstridentistagook the cultural project of the government to
heart and combined it with international futurist ideals. For example, in lateniber of 1921,
three months after the government showcased their radio equipment, next to postersrapnounc

upcoming bull fights, operas and plays, the walls of Mexico City’s downtown stveets

6 . . . . .

Some sources claim that De Tarnava attended Norte Dame University thei1910s and
acquired the skills and equipment from the United States before arrivingkindvte construct
his station.

! For example, during the inaugural transmission of X.E.W. on September 18, 1930, the avant-
garde poet Manuel Maples Arce read an abstract and futuristic poem titled,."T.S.H

8 El Universal llustrado5 de abril de 1923. “El estridentismo es hermano de leche de la
Radiofonia. jSon cosas de vanguardia!” p. 11.
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plastered with a manifesto titleda¢tual Numero 1.” The author of this document was Manuel
Maples Arce, the same man who would open CYL’s inaugural program with a poem about radio

two years later. In the document, Maples Arce made a call to Mexicaerdtuels “to make up

an artistic society that draws on the need to testify to the dizzy transtmmrofthe World.’9

In Mexico City, Estridentistapoets like Arce set in motion a new artistic and cultural era
that was linked to the arrival of modernity and machinery, such as cameras, s@glnges

and radios. Their cultural production, according to art historian Tatiana Flaiksi“tor an

embrace of modernity by celebrating the city and technolcl)%ﬁ’till, their attitudes and

approach concerning the effects of technological progress upon Mexicary solost in the

historical documents concerning mass me(]:heEven S0, it requires examination as radio was an
integral part of the post-revolutionary government’s cultural program. Addity, it relates to
the artistic revitalization of Mexico after the Revolution which called neweMexican arts and

literature.

Estridentistasvere part of a new generation of artists in Mexico who fought to impose a

new literary form that was different from the Spanish and European trends thiaaMe

? Julio Mario SchneideEstridentismo: La Vanguardia Literaria en Méxid¢tdéxico, D.F.:
Coordinacion de Humanidades, Universidad Nacional Autonoma de México, 1999), Xxxix.

10 Tatiana Flores, “Strategic Modernists: Women Artists in Post-Revoluyidhexico”
Woman'’s Art JournalFall/Winter 2008): 12.

1 The majority of the studies on this group focus on art and literature. The mostfrecent
Tatiana Flores: “Estridentismo in Mexico City: Dialogues Betweaxibhn Avant-Garde Art

and Literature, 1921-1924” (Ph.D. diss., Columbia University, 2003). Additionally, Juli@ Mari
Schneider offers the most comprehensive history of the gro& @stridentismo o una

literature de la estrategi@Vexico City: Consejo Nacional para la Cultura y las Artes, 1997).
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intellectuals had emulated during the previous decades. In the 1920s vanguard patstsand a
in Mexico also formed a movement call@dntemporaneosyho were polar opposites of the

Estridentistasas they hung on to the traditions of the past instead of embracing modern life and

its new advancemen%sz. Despite their distinctive viewpoints, these two groups led the country’s
literary production in the first half of the twentieth centuBstridentistasfor instance,

pretended to be cosmopolitan and were aware of global issues and universal cona@rns. Th
desire was to become one with the rhythms of the city; street cars, élawetors, illuminated
signs, throngs of people in the city streets and car horns all became part ofetfigiy,ipart of
urban life. In their work, they incorporated bright lights, airplanes, and soundsulast

through poems and literature the avant-garde artists demonstrated theilgrariterest in

radio.

For instanceEstridentistaalled upon the weekly cultural magazigéUniversal
llustrado, created by Félix F. Palavicini, founder of the newspdplddniversal,as a platform in
which to popularize their ideas. In fact, the newspaper’s support Bethidentistasand their
beliefs in new technology was so sincere that on April 5, 1923 they dedicated theinentbrer

to radio. “Radio announces to the world a new life,” said the special number “nexXta@iher
inventions: the telephone, phonograph and telegraph, fade and becomlé3 pHhe publication

avoided technical jargon, scientific phrases and descriptions and focused on the waggive

radio was changing everyday life in Mexico. In addition, the pages of thimkissuededicated

12 Angel Miquel,Disolvencias: Literatura, cine y radio en México (1900-1950)éxico, D.F.:
Fondo de Cultura Econémica, 2005), 180.

13 El Universal llustraddb de abril 1923.
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to radio reflect how these innovative poets and visual artists interpreted the fusroarad
technology. In fact, the idea of mixing radio wibktridentistainterpretations was remarkable
given that at the time of its publication, Mexico City’s flagship stations, @vd.CYB, were

about the have their inaugural broadcasts.

Aside from literature, the visual arts were integral to the developmé&stadentismo

and, as Flores argues, art becomes a useful paradigm to read modernist visuabprlo4ducti
Outside of art, however, other publications, such as magazines and newspapers hatpfals
tools in the study of modernity and cultural productidmtena for instance, was a magazine
dedicated entirely to radio, art and culture in Mexico during the 1920s. Appearing ory'the cit
newsstands for the first time in July of 1924 the goal of the publication was not to provide
technical or scientific information but “since the first mission of radio is tertmn, from this

point of view we can talk about everything that relates to this admirable and imeovati

15 Aside from printingestridentistgpoems and propaganda, the magazine also

discovery.’
published theater reviews and criticized those stations in Mexico which were ritdstiag

cultural concerts.

At the time thaEstridentistasvere fusing art with technology and culture, the entire
country was moving towards a form of post-revolutionary nationalism. This ergasded as a
time of renewal within Mexican art as it led to the rise of the mural movemaphigrarts,

photography and art education. Outside of Vela and Maples Arce, other poets, singesgand vi

14 Tatiana Flores, “Strategic Modernists: Women Artists in Post-Revoluyidhexico”
Woman'’s Art JournalFall/Winter 2008): 13.

15 Antena-ljulio 1924.
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artists who came of age after the Mexican Revolution played a signifaant the cultural
production of the nation after the 1920s. The goal of many of these artists wpkte e
purpose of art in post-revolutionary society. Some even espoused the cultural prbject of t

Revolution and brought significant changes in the relationship between tharstdte

. 16
population.

Was radio art or science? The combination of having an avant-garde group such as the
Estridentistasadopt the new technological apparatus and the groups close relationship with the
editors ofEl Universal llustradoallowed radio to be presented to the public as complicated
science with artistic potential. In the pages of the press from 1923 to 1925, f@lexahen
listeners were constructing their home receivers and listening witlpheaes, radio appeared
as a scientific invention. For instance, in an article fE8rdniversal llustradan 1925 titled,

“Misterios de la radiofonia”radio was presented as a scientific mystery next to electricity and

17 . . p
the human body. After all, engineers such as Constantino de Tarnava were the ones
responsible for bringing the invention to Mexico. However, avant-garde groups like the
Estridentistasvere taking apart the complications of the apparatus, adding their own cutidiral a

modern approach and decreasing the machinery’s obscurities.

An overlap betweeEkstridentismand radio is apparentor instance, Maples Arce’s
strategy of mass dissemination, by placing his manifesto on the city’s pubscwas not

unlike one of the principle features of radio which was to transcend space. Both radio and

16 On the relationship between the cultural project of the post-revolutionary govermmdent a
society see Mary Kay Vaughan and Stephen E. Lewis, Hus Eagle and the Virgin: Nation
and Cultural Revolution in Mexico, 1920-194@urham, NC: Duke University Press, 2005).

17 El Universal llustrado 8 de enero 1925. “Misterios de la radiofonia” p. 4.
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Estridentismaontested the use of public space and challenged people to fuse culture with
technology. Yet to what extent the avant-garde movement influenced theodiractio in

Mexico is less clear. On one hand, by 1927 this new generation of poets was accomypanied b
new generation of musicians, who, by the end of the decade, were using radio as a tool of
musical culture. After all, music was an artistic manifestation and anahfegture of radio

broadcasting since 1921. On the other hand, however, as Julio SchneideEsideritismo,

was essentially a poetic movemen%.”Regardless of its proximity to radio specifically the
innovative impulse it created bled into the renewal of other art forms in Mexicggdhe 1920s

such as paint, sculpture, engraving, photography, and music.
Reaching“El Otro Lado” (The Other Side)

Beginning in 1922, President Plutarco Elias Calles put forth a mission to use gawernme
owned radio stations for overseas transmissions. “One of our project’s gasaiestions,” he

wrote, “is for every Mexican to occupy the place that corresponds him and that heslesg65

days of the year represent 365 different [radio] prograiLr%sThe following year, government-
operated Mexican radio stations began to use short and long wave radio transnaissions t
broadcast concerts and conferences to listeners ovelséasly, radio broadcasting from
Mexico City to the United States was made possible through short wave radi® avel
powerful transmitters. When the radio spectrum was designed in the 1920s it daofsssiert,

long and medium wavelengths. In the early years, stations used long wawekmdjtheir

18Julio Mario SchneideEstridentismo: La Vanguardia Literaria en Méxi¢déxico, D.F.:
Coordinacion de Humanidades, Universidad Nacional Autonoma de México, 1999), xI.

19 Fideicomiso Archivo de Plutarco Elias Calles y Fernando TorreblancaaftézieAPEC),
Fondo Plutarco Elias Calles, Expediente 18, Inv. 63.
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transmissions were heard only within close distances. In order to send messaggegraater
distances, radio transmitters relied on short wavelengths which were posdilclenamon in the

early 1930s as there was minimal interference from other stations.

In the second half of the 1920s, short wave broadcasting was an innovative wireless
communication method that connected Mexico with audiences across the globe. Hiegxam

station XEIDG, operated by a federal High School in the state of Veracaimged to have

. . " .20
received 150 reports from different cities around the globe and the mtencarxlrﬁdﬁ Other
stations reported similar stories, such as privately funded station,E{EBBien Tonothe first

commercial station to implement short wave transmissions in Mexico, whigedereceived

listener reports from the North Po%%. During the late ‘20s and early ‘30s audiences across
North America did not have difficulty “tuning in” to short wave broadcasts astbey fewer in
number compared to long wave transmissions, used powerful transmitters. Additionally
international legislation was not impeding any station from using the saméngtheas
another. Attimes, as in the case of Mexican state-sponsored broadcastsptlagegere also
advertised and promoted weeks beforehand through the Spanish-language pressxarary Me

Consulate officials.

In particular, Calles viewed mass media as a way to lure those who had migithied t
United States back to Mexico and hoped they were not planning on settling in the U.S.

permanently. He longed for Mexican immigrants to “take advantage oféhgdotary stay in

20 Archivo General de la Nacion, Fondo Secretaria de Comunicaciones y Obraad?ubli
(Hereafter AGN, SCOP), Expediente 22/131.6 (726.1)/26.

21 o . . . . L L.
Mejia PrietoHistoria de la radio y la television en Méxic@4.
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that nation, acquire capital and knowledge, so that they return to the Motherland fuligyf ene

and skills to work for its progress and happinezszsNotwithstanding Calles’ pronunciation for
the return of Mexicans from the United States, XFX’s messages and proigigafom

communities abroad show no indication of supporting, proclaiming or endorsing sugianmis

Mexican politicians also called upon radio to keep the spiritual conscience afavisxi
free from the foreign influence of the United States. To be sure, since thaibggif the
twentieth century the Mexican population who lived in the northern states of Coahdila
Sonora, which border the U.S. states of Arizona, New Mexico and Texas, were fsequent
exposed to the growing culture of consumerism in the United States. The Mex¥eainrgent,
which had entrusted their ministries to use radio and musical transmissions toamuhee
influence of the U.S. media upon Mexican citizens, initiated broadcasts for trexisdefOn
some occasions, these orders were taken to heart by citizens in Northéra. Mex February
8, 1930, for instance, the principal of tHestuela Tipd,a Federal School in the border city of
Nogales, Sonora, requested a radio receiver and a cinema (viewer) from thteyMini
headquarters in Mexico City. He reasoned that due to the proximity of the citylaitbd
States “all of the radio concerts that are heard in Nogales are from thay@nathey
transform themselves into avenues of an unnoticed spiritual conquest.” This conquest held

negative and “definite results;” therefore, “a good receiver in whichtemli® the concerts and

: . . .23 ..
conferences transmitted by the Mexican stations,” would supply a competitive fi

22 Archivo General de la Nacion, Ramo Presidentes, Fondo Obregén-Calledtg&x&a,
OC), Expediente 429-S-14.

23Archivo Historico de la Secretaria de Educacion Publica (Hereafte ERHEXpediente
4.18.
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When they were launched in the early 1920s, commercial stations CYL and CYB, for
instance, intended for their transmissions to reach other countries. In Sepédfz3 CYL

increased its power to 500 watts and was proud that its broadcasts would reach the U.S.

Southwest, Central America and CuzkglaAt the time, only another station in all of Mexico had
the same power, CYB. On Friday April 11, 1924 CYL transmitted an important metsagd a

from Presidential candidate Plutarco Elias Calles; marking thdifiveta political figure took to

the microphone in Mexic%? The broadcast, in fact, was intended to reach the United States, as

Calles’ speech was translated into English.
The 1920s: Setting Limits to Radio Communications in Mexico

The 1920s was an important decade for the urban and rural population of Mexico. At the

time “people were interested in the scientific advancements of the day andng tuaithey

wanted to forget about the armed conflict,” as Jorge Mejia Prieto ex;%?ainsthe urban

centers of the country during the evenings or weekends, people of all backgroundssand ag
attended the theater, a vaudeville show, or, before 1929, viewed a silent film. Tag theat
especially th& eatro de Revistar music revue, combined music with satire and was an essential
source of entertainment for the urban population and in the live radio programs of thbdime, t

singers behind the microphones were said to “give themselves to the art out ovpuce |

24 El Universall8 de septiembre 1923.
25 , .
El Demécratal2 de abril 1924.

26 o . . . . L, L.
Mejia PrietoHistoria de la radio y la television en Méxic24.
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The 1920s were critical because radio concessions in Mexico, which had previous been
solely in the hands of the government and the military, became available tovdte pector for
the first time. Small business owners and investors, who were allowed to own arnd gukca

stations after 1923, were thrilled by the possibility of reaching the large sédliterate and

. . . . . 28 .
dispersed people in Mexico through the use of radio transmissioAmateurs continued to

own and operate stations in their own homes while the commercial sector grew erfignent

During the first decade of the radio industry, Mexico was embarking upon a modern era
in which progress meant importing the model of industrial capitalism of thed Biigges. In
fact, Mexican scholars who study the history of radio highlight that in the early 1920sd\V
lacked a defined purpose for radio. Possible ideas included entertainment pedusaty the
airwaves for weather alerts and forecasts or using the equipment to contierzgsaners in
jail. The one thing all parties were in agreement over was that radioedisactive business

venture for entrepreneurs wanting to sell imported radio receivers frodnitesl States and the

. . : 9
equipment needed to construct amateur radio stations at%onhe. model they adopted,
additionally, resembled the one adopted in the United States, not Great Britairr or othe

industrialized nations.

21 El Universal Augustl6, 1924.

28 Fernando Curiel.a telarafia magnética y otros estudios radiofoni¢hixico, DF:
Ediciones Coyoacan S.A. de C.V., 1996), 297.

29 Mejia PrietoHistoria de la radio y la televisién en Méxicand Cristina Romd)ndas,
canales y mensajes: un perfil de lalio en México (Guadalajara, Jaliscdéxico: ITESO,
1991), 13.
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The political climate in Mexico was still tumultuous in the late 1920s ang £380s
and for private cultural industries it was a sink or swim environment. In thgdass following
the Revolution, private cultural industries had a difficult time keep their doors opantloe, i

case of radio, their on-air programs. In Mexico City, a radio station affiliait El Mundoa

. .. . L 30
newspaper with political leanings, appeared and left within a couple of months.

In other instances, these early experiments with radio stations wéfd fas in the case
of Raul Azcarraga and his small sHtya Casa del Radio”(The House of Radio). In 1921
Azcéarraga saw the arrival of radio broadcasting in Mexico as an opportunigkie money and
opened a shop in downtown Mexico City. This store/garage specialized in selling wire
antennas and light bulbs, necessary instruments to properly assembly a radér.récehe
spring of 1923, Azcarraga asked the local newsp&péiniversal,to partner with him and
launch a commercial radio station in the capital city. He agreed to provide the equipm
RCA transmitter he had imported from the United States, if the newspaper conqady
handle the details and content of the broadcdstsiniversalresponded by designating its
weekly cultural magazin&| Universal llustradofo join forces with the entrepreneur. The

result was the birth of one of the first commercial radio stations in Mexigo@YL, or El

Universal llustrado-La Casa del Rad%

Partnering with newspapers was an excellent idea, and other industriesounrniry

noticed the benefits of making a partnership with radio. Another commerciahstathe early

30 Angel, Miquel, “Dos efimeras empresas de los afios veinte: el perididondoy su
estacion de radio.” IMiradas recurrentes |. La ciudad de México en los siglos XIX yedixed
by Maria del Carmen Collado, 457-469. (México, DF: Instituto Mora, 2004), 457-467.

31 Mejia PrietoHistoria de la radio y la televisidbn en Méxi@8.
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history of radio funded by a businessman, a foreign tobacco manufacturer, wagI®B(En

Tono. Centrally located in downtown Mexico City, CYidasts of being the first commercial

station to go on the air in Mexico City on the night of September 15,%Rom the outset,

CYB-EI Buen Tonavas placed in high regard by the public for transmitting quality radio

concerts intended to reach the entire North American contzlz’r%eﬂl\/hen in Mexico thenueva

maravilla (new marvel) began,” notdel Universal “it was ‘El Buen Tono'the first house which

" .3 : . .
had a powerful transmitting statlon‘.l“By broadcasting musical programs that included

symphonies and orchestra bands, guitar and piano recitals, andthategramusic andoleros
privately funded commercial stations like CYB and CYL established theessas reputable

cultural industries in Mexico.

The music played over the two most prominent privately-owned radio stationsECYB
Buen Tonpand CYLEI Universal llustradogconsisted of foreign and national pieces. Evening
programs would play “a recorded American fox-trot” followed by “a piano solo of ddexi
music.” On November 30, 1923, for example, CYB broadcast a program in which Eduardo

Gbmez sang the Spanish s6Mj Querida” (My loved onewhich he successfully “interpreted

. . 35 : . ,
with deep emotlon.?” At the time, concerts were advertised days in advance by the press and

performed by small musical groups, such as the Jazz band “Lone Star,” which was tn |

32 CYB later became XEB, which is still in operation today.
33 .

El Universal llustrado 24 de mayo de 1923.
34 . .

El Universal llustradgunio 1924.

3 El Demdcrata November30, 1923, p. 5.
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CYB from the owners of th€ine Majestidor their radio transmissions. Other times, stations
played xylophones, tangos and marimbas, sounds which the majority of the North America
audience was not accustomed to hearing over the air. Concerts, in particidaappealing to
both national and international audiences. By featu@iranestas Tipicagsvho used brass
instruments such as the trumpet, Mexican radio stations exposed different genuegdbm
radio listeners who had limited knowledge of the sounds of Latin American music. Rglexa

after one concert a listener from the United States remarked “The sousided as though some

. . 36
of the instruments were different than the ones used by most orchestras.”

In the 1920s music served as a “magic claamd public plazas throughout Mexico were

filled to the brim with the people anxiously waiting to hear a live musical coocartadio

transmissior?’.7 By extending the opportunity to own and operate radio stations in Mexico to
amateurs, businessmen and state and local governments, the government led théheay for
creation of a new social phenomenon, radio “performances” or “concerts.” Thboeagt
programs did not resemble the broadcasts of amateur recreational stationgcim GAgx which
invited professional or novice singers to stand in front of a microphone and sing seaeal pi
In contrast, the new radio concerts included dance, recitals, and music andodelednafter a

performance in a theater, a vaudeville play, or a movie house in Mexico during the 1920s.

The collaboration between the private sector and the government during theeaesly
of the radio industry is most noticeable in the creation of a national mass comiusipaticy.

In the early 1920s, the novelty of radio sparked an unprecedented interest by peoptravho w

36 AHSEP, Expediente A-4/235.3(73).

37 El Universal llustrado January 13, 1938, p. 44-45.
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avidly building amateur or personal stations in their homes and places of work.

The Mexican government leaned on the enthusiasm and talent of individuals in the
private sector as it made its decision regarding the expansion and policiéi® ofinal922 and
1923, a number of groups approached the government with ideas about the path Mexico needed
to take regarding mass communications. Men were anxious to participate ieatiencof a
Mexican radio policy and groups such &dmparia Radio-México, S.A.for example, noted
that the lives of people of rural Mexico, in particular, would benefit thanks to radio bstzc
“If we pay attention to the development of culture amongtheblo mexican¢people of
Mexico),” they wrote, “we will find that the installation of wire-less radiotelephony will be of

invaluable worth, since inhabitants of distant places will be able to rejoice in sholwas

. 8
operas, operettas, concerts, conferences, etc., which at the moment are t;omncla:l|E]9¢11@1vn.’3

Another group, thélLiga Central Mexicana de Radio,br “Central Mexican Radio
League,” believed the airwaves would project the true national folklore oichlard display
the best manifestations of Mexican culture. The group, which was formed byoaisbien
from a wide array of backgrounds and socioeconomic positions, constructed amatesetsadi
and frequently “picked up” radio signals from Mexico and North America. Thegueemet

regularly in downtown Mexico City to discuss radio’s significance and futukéexican society

and believed that it was important to instruct the general public about the%oﬁmncernlng

the law, they were the first to determine a schedule for radio transmissionesauited a

38 FAPEC, Fondo Plutarco Elias Calles, Expediente. 18 Inv. 63.

39 o . . . . L L.
Mejia PrietoHistoria de la radio y la television en Méxic26.
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program with their ideas to President Alvaro Obregén on May 9, L_}L%Zihe interest of these
and other businessmen and entrepreneurs generated positive results for both parties. The
government asked thega to draft a proposal for the nation’s mass communications legislation
and during August of 1923 a radio division was aggregated ithecion General de

Telégrafosthe Telegraph Department. From that point forward, the government committed to

o . . 41
adopt legislation concerning radio operations.

In 1923, President Alvaro Obregoén declared that all communication through radio,
whether official, private, or public, fell under the surveillance ofSberetaria de

Comunicaciones y Obras Public@dinistry of Communications and Public Works), or

SCOPA.'2 The Ministry relied on the Telegraph Department to handle the technical side of new
and existing radio stations, such as assigning the frequencies and determinmgaxglengths

a station could operate oms well as being responsible for the paperwork, laws and permits
needed to construct new stations. A handful of Ministries operated official ratdanstin the
1920s and 1930s including the Ministry of Industry, Commerce and Labor, the Ministry of War
and Navy, the Ministry of Foreign Relations and the Ministry of Public Educatiochwias

the most prominent.

While formal legislation was being drafted, the Minister of CommunicatindgRablic

0 AGN, OC, Expediente 711-R-27.

4 Fernando Mejia Barquerla Industria De La Radio Y La Televisién Y La Politica Del Estado
Mexicano(México, DF: Fundacién Manuel Buendia, 1989), 29.

42 AGN, OC, Minuta, 18 de enero de 1923. Acuerdo Presidencial: Codigo Telegréfico y
Telégrafos Nacionales Reglamento General. Capitulo II. Articulo 26.
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Works signed a contract with the President concerning the parameters ahgparaately

owned radio stations. The arrangement, signed in 1923, included three stipulatioms: radi
stations had to be under the direction of Mexican born or naturalized owners and operators;
SCOP would be vigilant of their construction and transmissions; and, lastly, statiersomere
obligated to pay an annual tax of $200 pesos. Concerning the programming of new &htions,

Universalnoted that they had to include “nothing against the laws of the country, public order or

good morals.4f3

The first national legislation concerning radio communications was credtethes
signing of theLey de Comunicaciones Eléctricgectric Communications Law) on April 26,
1926. The law gave the government the power to assume control of all radio activéycase
of war or in national emergencies. It indicated that the nation’s air space, thubéeerestrial
waves used for radio transmissions pass through, was government property. Tale Feder
government, who authorized the Ministry of Communication and Public Works to grant permits
was also responsible for the social function of radio and intervened in striotst@pover the
airwaves. This law gave SCOP the ability to designate the stations thdtheoused for
cultural, commercial, experimental or official use. Concerning the |#titaw indicated that
the government could operate official stations to transmit whatever mestsdgsired. The

public, on the other hand, could obtain concessions and exploit the natural resources of the

: . 44 _. . . . :
nation, the airwaves. Six years later, when commercial radio was on the rise and commercial

stations were springing up throughout the nationLthede Vias Generales de Comunicacion

43 £l Universal Juneg, 1923.

a4 Diario Oficial, 26 de abril de 1926. “Ley de Comunicaciones Eléctricas.”
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, . . 45
clearly defined the technical aspects of mass communications.

With the direct involvement of the private sector, the growth of the radio industry
followed the principles of capitalism; in contrast to the post-revolutionaryrabjproject, as
other Ministries and Departments were doing. In the creation of the natidialn@dustry, the
government implemented a capitalist plan for the development of a nationwide irahdgsthus
effectively sponsored its own model of free enterprise. According to Fernarn@oBdequera,
in the communications sector the Mexican government promoted a brand of demo@eey wh
“diversity” was found, not in the content of the material being transmittedtioeexir, but in the
number of companies allowed to exist. One way that the government sustainedytsoalske
the air waves as avenues for propaganda, moreover, was by willingly allowing/tte pector
to establish its own radio stations that operated as small private comparties.eihd, this

partnership gave way to a symbiotic relationship between business memberstaradl pol

46
leaders.

Along with being included in the post-revolutionary economic plan, radio was part of
another trend taking place between 1923 and 1947, a shift in the awareness of private and public
space. In the 1940s, writes Enrique Florescano, the proliferation of literatuexicoMvas

“interrupted by the radio, cinema and television which produgqacehlotrapped by sounds,

7

. 4 . . .
pictures and words.” Once radio was introduced to the people of Mexico, the awareness and

45 Cristina RomoQndas, canales y mensajes: un perfil de la radio en México (Guadalajara,
Jalisco, México: ITESO, 1991), 77.

46 hid.. 13-14.

47 _ . : . Lo . .
Enrique Florescano, ell Patrimonio Cultural De México. Seccidn de obras de historia
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management of space was transformed.

Before 1921, the only way to bring music inside the home was through phonographs,
victrolas or records. Radio surpassed these forms of home entertainment addotferdy
classical music and conferences to Mexican families, but, in the 1930s and 1940s, also popular
and folkloric music, radio-dramas, national and international news and annuairgenér
celebrations and rituals. Radio had the ability to trespass public and privatestdaedause it is
“a phenomenon of unprecedented penetration, it surrounds public and private spaces, enters

living rooms in homes, in the same way that it wanders through the shop windows of the central

avenues, it penetrates the dining room, the bedrooms, the parks, the C%Srrtépmh its arrival,
radio took messages and music from public places to private ones, and vice versaasBroadc
had the ability to travel from radio studios to the kitchen, living room or bedroom, monatti
secret places and, in the public realm, they traveled from studios to stree$coenéal

meeting places, dance halls and auditoriums. When it was first introduceditaiMeomes in

the 1920s “the radio was placed in the center of the living room, like a magic box that had the

. . .. 49
power to gather the family with truly stellar auditions.”

Thanks to radio, for example, new activities for the urban population emerged in Mexico
City, some of which were sponsored by private organizations like the Centraldvidxadio

League. The society was influential in the advancement of radio in Mexico during theb$920s

(México, DF: Consejo Nacional para la Cultura y las Artes, 1993), 295.

48 Roberto Ornelas Herrera, “Radio y Cotidianidad en México (1900-1930)” in Aurelio de los
Reyes, ed Historia de la vida cotidiana en Méxicd.omo V. Volumen 1. Siglo XX. Campo y
Ciudad. (México, DF: Fondo de Cultura Econdémica, 2005), 154.
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exposing the medium to Mexico City’s public through fairs, expositions and festivaim

June 16 to the 23, 1923, tteran Feria de Radio”(Great Radio Fair) took place at the Great
Mining Palace located in downtown Mexico City. The event was organized bpengwf the
League and the National Engineering School and was presided over by PrebrégdinGnd

the Minister of Communications and Public Works. The advertisements for the everggaromi
visitors live musical concerts which were to be “picked up” from stations in thedJ&tates

and from other parts of Mexico, along with dances, and live conferences aboutdhe lat
advancements in radio technology to date. In the central patio and corridors ohtieetPay
organized carnivals, contests and on Sunday, June 18, the newspaper promised that those in

attendance “could follow, round by round, the boxing match held i&ltfiereoplaza the

Argentine champion [Jim] Firpo fight the American [Jim] Hibba‘rr)g.”

Speakers were placed in the ballroom of the Ministry of the National School of
Engineers, adjacent to the Palace, and for the first time those in attendaltcdance to music
coming from the airwaves. Additionallycantina,tea room, restaurant and soft-drink and ice
cream carts were available for those who desired refreshmentsusBersang electricity was
still a new phenomenon for city residents in the early 1920s, the League wakinaaguring
that radio, a new apparatus that could be turned on quite easily, would be explainedein simpl
terms so that it could get the attention of a large number of people. In order to do sagthe Le

gave amateurs and audience members in general, the opportunity to watch arshoxil the

>0 El Universal Junel5, 1923, p. 8.
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. . . 51
construction of home radio receivers.

In this unprecedented social and scientific event, radio invaded the public space: the
ballroom, the halls of the Palace, the corridors of the Ministry; in general, tworlgsildi
previously relegated for other activities. The hundreds of people who gathetied ifmaugural

ceremony despite the summer rain “surrendered themselves to the wholesmeeant of

listening to concerts, conferences and talks from other Iocat‘llsgnéfﬁus, to the urban
population, radio transformed the awareness and meaning of space and theii@ssathat
buildings normally used for government services. Moreover, through the eventatheslveas
also interested in reaching a national and international market, includingptisands of
Mexican immigrants in the United States. With the proceeds from the faipldrayed to
construct an experimental radio station of their own, with high frequency power and“who’

greatest purpose will consist in spreading, in this country and outside of it, Mexitare in all

its manifestations?s

The 1930s: Radio becomes a Professional Industry

Since the 1920s, the government had an influential position in the national radio industry,

not just as a producer but also as a legislator and regulator. Through lawd icré8t&l and

. 54 .. . : .
1932 strict control was placed on the content of broadcas&tipulations included declaring

>1 Excélsior,May 9, 1923, p. 1.
52 .
El Universal Junel7, 1923, p. 1.
53 .
El Universal llustrado,June 24, 1923, p. 2.

54Diario Oficial, 31 de agosto de 1931, “Ley sobre Vias Generales de Comunicacion y Medios
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that stations could not be located on the U.S. side of the border, requiring all statiaasltasir
in Spanish, mandating owners to transmit all government messages freegef aharmost

importantly, abstaining from religion and “prohibiting Mexicans from engamgirpplitical

. : 55, " - .
discourse over the airwaves.” In fact, these two areas, politics and religion, which had been
kept out of Mexican radio broadcasting since the 1920s, were notable features wiaiciede

outside of radio broadcasting for the majority of the twentieth century.

As the decade progressed, the law concerning the musical programming ctatidns
became more explicit. In the mid-1930s the government ensured that comnt&tioias s
followed their cultural project by instilling legislation that regutbtiee percentage of Mexican
music each station was required to play on a daily basis. The proportion of timeldewbis
genre, in fact, fluctuated during the 1930s and 1940s. For instance, in the early ‘30s XFX
devoted Y4 of their twelve day schedule to Mexican music. By 1936, Article 24 of the
Reglamento de las estaciones radioeléctricas comerciales, culturales y de afici(Byldos

for Commercial, Cultural and Amateur Radio electric Stations), statetktrety program must
. " . 56 .. S
contain at least 25% traditional Mexican music.’Six years later, when the legislation was

revised under the administration of Manuel Avila Camacho, the law did not amend the

percentage of Mexican music each station had to play, but instead included adecegring

de Transporte,” anDiario Oficial, 8 de Julio 1933, “Ley de Impuestos a las estaciones
radiodifusoras.”

>> Elizabeth Joy Haye®adio Nation: Communication, Popular Culture and Nationalism in
Mexico, 1920-195QTucson: University of Arizona Press, 2000). 39.

56 . . . - . L
Diario Oficial, 30 de diciembre 1936. “Reglamento de las estaciones radioeléctricas
comerciales, culturales y de aficionados.”
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, 57
playing records over the alrr.

The ‘30s were also important for the professional development of the industry. By the
end of the decade Mexico was carving its place in the international mass coationsisector
and after 1930 new commercial radio stations were springing up throughout Mécticass
XEW, “La voz de América Latina desde Méxic¢@he voice of Latin America from Mexico,”
which inaugurated its legendary programming on September 18, 1930 frdmmatine Olimpia
in downtown Mexico City. XEW is regarded as one of Mexico’s foremost radiorstat
Mexican scholar Jorge Mejia Prieto writes that the success of the staahevresult of the
vision of its founder, Emilio Azcéarraga, who focused solely on the commerciait agpadio

and by selling radio advertisements, filled an important void within Mexican incarstry

58 " . .
commerce.  The competition between commercial and government-owned stations became

noticeable after XEW was on the air.

The inauguration of XEW, in particular, contributed both to the legitimacy of the igdustr
and to the rural-to-urban migration taking place in the nation during the tvieceietury. After
1930, “musicians and singers from every region in Mexico began to arrive in the Dfal[fede
district].”59 Some, likeLos Gavilanes del Suleft the tranquility of their village in Guerrero,

picked up their guitars and “came to the city, to get drunk on lights, noise and the $onfging

57 .. . - . . .
Diario Oficial, 20 de mayo 1942. “Reglamento de las estaciones radiodifusoras comerciales
culturales, de experimentacion cientifica y de aficionados.”

>8 Mejia PrietoHistoria De La Radio Y La Television En Méxi&8.

>9 Yolanda Moreno Rivagjistoria de la musica popular Mexican@gMéxico, DF: Editorial
Océano, 2008), 71.
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success.(:’io Acclaimed singer, Pedro Vargas, for instance, left his home in San Mguel d

Allende, Guanajuato after finishing grade school at the age of thirteen becaudebieveaant to

be acampesindike his father. “I had a fervent desire to be somebody in life. That was my
obsession,” he recalled. Years later, Vargas became one of the most populairsivigarso,
havinghad a personal relationship with every President in Mexico since the 1920s andtyavelli

the globe, singing over the radio and recordintgros, rancheraand other Mexican popular

. 61
music.

In order not to fall out of favor with the government, new stations followed the main
principles of the state’s reconstruction project and focused on diffusing ¢celtlweation and
patriotism. Following a directive of the Mexican government, for instance, in 183dsd.

Blake, the Minister of Communications, ordered for all radio stations to play ombyalat

. 62
music.

The Ministry of Communications and Public Works considered music, “art which speaks
deeply about the soul of tipeieblo} and during the ‘30s the government enacted a number of

laws to ensure that stations displayed their loyalty to the post-revolutiomayngnent by

60 El Universal llustrado February 18, 1937.

61José Ramoén GarmabelRedro Vargas: Una vez nada m@déxico, DF: Ediciones de
Comunicacioén, 1985), 28.

62 AGN, SCOP, Expediente 22/131.6 (725.1)/149. Letter from C. Carlos G. Blake to Narciso
Bassols, C. Secretario de Educacion 13 enero 1931.
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playing Mexican musig.g The first way to ensure thttis took place was by demanding all

radio stations to “utilize only the services of artists, employees ancchelaborers;” a law

enacted in January of 19%. In 1933 the government demanded that radio stations not transmit
musical or literary compositions that did not have the previous authorization®d¢iexiad de

Autores y Compositores Mexican(@ociety of Mexican Composers and Authors), a group that

. . o . 5
was responsible for the royalties of individual musical num%ers.

After new sound technology was implemented within commercial mass entestéjnm
theaters were transformed from places for live theatrical performamspaces where one could
visit to take part in the screening of a film, a comedy sketch or a live radi@progrhese
programs borrowed the essential aspeciseatro de Revistdive audiences, recognizable
characters, satire, parody, drama and music. However, live radio programs coaly oot r
audience interaction like the popular theater, as on many occasions audiencesnhaihibe

remain silent since they were transmitted to the near and distant public tHieweghér.

During the 1930s and 1940s, the radio studios of stations XEW, XEB, or XEQ, among
others, were spaces where the urban population visited to witness a live musicaigreséoby
their favorite singer, actor or composer. Men and women from different sockagrbands
could walk the streets of Mexico City, enter a radio studio, and come face toitlatkerpeople

behind the voices they heard daily through their home receivers. One option wasXgWst

®3 AHSEP, Expediente A-4/235.3(73).

64 . . - i : R
Diario Oficial, 30 de diciembre 1936. “Reglamento de las estaciones radioeléctricas
comerciales, culturales y de aficionados.”

65 Diario Oficial, 8 de julio 1933. “Ley de impuestos a las Estaciones Radiodifusoras.”
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legendary studio oAvenida Ayuntamieni@everal blocks fromMvenida San Juan de Letr.grq

In accordance with its motto, “The Voice of Latin America from Mexidy 1935, XEW was a
successful and celebrated radio station in the Americas. Additionallstatien was conscious
of the influence that their location in Mexico City had on the population living in the atljace

area.

Live radio programs also created new opportunities for the public. As soon as they
stepped inside the studios, radio listeners became audience members. Tles@xpes new,
exhilarating and unforgettable. For some, it was disheartening to see thaicthef the
“invisible artist” actually belonged to an ordinary person. Yet to others, young women
especially, seeing a famous male artist in person or listening to his veicthe\air sparked
unprecedented and sometimes hysterical behavior. This occurred, for instamcthevhe

composer-poet, Agustin Lara, took the stage in the capital city throughout the 1930s.

“Minutes before 10 p.m., there is not one romantic young woman...restless and
adventurous young man, or a single lady...who does not tune in their radio to the hour of
Agustin Lara,” wrote a radio critic. At 10 p.m. every Tuesday, Thursday andi®aewenings
during the 1930s, Mexico City radio station XEW transmittea Mora intima de Agustin
Lara,” (The Intimate Hour of Agustin Lara), a live radio program in which the coensad
before his piano for several hours. Drawing from his vast repertoire of rigraadtevocative

songs, he dedicated special numbers to audience members and radio listenersnivkbeiia

66 Avenida San Juan de Letr@ioday Eje Lazaro Cardenas) was the principle thoroughfare for
cultural and artistic activity in Mexico City during the 1930s and 1940s. Until 1937 when the
Ministry of Communications and Public Works ordered radio stations to leave thertgy, @l
radio activity was concentrated along the avenues surroundi@gtiteo Historicothe historic
downtown district.
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they hear the hollow voice of Agustin when he exclaims, ‘This song of mine, like a bouquet of

roses, | place before the diminutive feet of the beautiful Josefina Garzarmétft;ey!”’67 A live
program such as Lara’s, as one commentator observed, also served an impoaidunstion
in Mexico. They were a “Good thing for fathers and jealous husbands, becautawltra

intima de Agustin Laratransmitting at the most important time in the night, they avoid the cost

. . . . . 68
of going to the cinema or other distractions that are possibly more dangerous.”

At first, live radio programs were successful because they combinedyatreadn
artistic talent, theater actors, with a space for the discovery of nevs\aldestars. The public
did not have to purchase tickets, as with the theater; instead they had to wait indiee bef
programs for free passes. Commercial radio stations, during the 1930s and 1940shtmkead t
to live radio programs. These stations, in fact, effectively created tenitig audiences: one at

home and the other in the studio.

As a new space for the entertainment of the masses, the studio was pivotal during the
professional development of the radio industry. Through a studio, stations impartecomieoles
entertainment, culture and commercial propaganda. In the ‘30s and ‘40s, whestatiena
built or remodeled their studio, the pages of the local press included a number of photographs of
state of the art auditoriums with elaborate curtains, a shiny grand pianoracebphone in the

center of an empty stage.

Studios were focal points which brought the public together and exposed them to new

o7 El Universal llustradoFebruary 22, 1934.

68 El Universal llustrado June 15, 1932.
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talent. For instance, in January of 1931, in an advertisement for commeraoal, St&B El

Buen TongpProfessor Rosendo Arnaiz, the man responsible for the transmission, “Radio-
Gimnasia,” a program which broadcast via remote control from an athletic clelithes a

week, argued “we have the absolute conviction that there isn’t a radio operatoineegrthat

has not passed through the experimental laboratories of our station. A large nuinégreat
artists that we have today were known because of our microphones, which allowed them to be
known, both among our public and the public overseas.” Prof. Arnaiz credited the place where

this took place; “today our studio is available to the public, and in it night after nigattheor

500 people who are lovers of good music gatﬁgr.”

Building state-of-the art and impressive studios was one of the many phaaé®'sf r
progress in Mexico. In 1934, in order to commemorate its 11 anniversary celebf&itson,
inaugurated a new studio. In a public address, Bernardo de San Cristébal, the gersyat,ma
noted that he was proud of the special moment and believed the new studio was “a medium, to

take to your homes, with greater purity, our sponsored programs, as well as a kindyand c

corner for the Mexican artists who will visit |¥Q As studios were modernized, live radio
programs continued to evolve and in the second half of the 1930s, studios and theaters were
fused into one. The most salient example isTénatro Alamedagonstructed in 1936 by media
mogul Emilio Azcarrraga as a space for the convergence of film, radiceitiaeak, eventually,

television. “A city inside of a movie house,” were the words used to describe this bthiding

69 Archivo General de la Nacion (AGN), Ramo Gobernacion, Fondo Propiedad Aristica
Literaria (PAL), Caja 523, Expediente 7280.

"O\EA November 9, 1934.
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was centrally located by the Alameda Park in Mexico Zﬁty.

The 1940s:

In the early 1940s composers were writing songs on a weekly basis, livg@ragiams
were in style, and contests, most notably‘thera de aficionados”(Amateur Hour), captured
the attention and imagination of the public. The era of creative, unmonitored tranegjissi
however, was short lived. In the following decade the nation’s economy, culturalmsogurad
internal politics were in flux when the country transitioned from the governmerérdé@as to
that of Manuel Avila Camacho (1940-1946). Under Camacho, Mexico experienced a War-
induced economic boom and the nation’s ties with the United States, in particulastigneger.
Radio programming was affected by these new trends; particularly thcengbrship imposed

by the government who, through SCOP, had a systematic monitoring system and &lepweat

. . 72 . - e :
the content of radio station programming.Placing restrictions on transmissions, in fact, was

one of the most effective ways official stations were able to competad@rees with

commercial border stations.

In the 1940s radio continued to be exhibited in the public sphere. Radio took center stage

in 1943 during thé&eria del Libro y Exposicion Nacional de Periodisartd again during

71Archivo General de la Nacién (AGN), Ramo Presidentes, Fondo Lazaro CardeRas de
(LCR), Expediente 415.13/7.

2 For an excellent evaluation of how radio in Mexico steered away from politicaligious
news and information during the post-revolutionary era see Elizabeth Joy RagesNation:
Communication, Popular Culture and Nationalism in Mexico, 1920-1966son: University
of Arizona Press, 2000).
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October of 1944 at thieerias del Libro, del Radio y de la Cinematogra7f:|3aln June of 1944,

when the organizers of the Fair began to plan the event, they asserted tbawiliddive its

own pavilion, with its theater-studios, in which first class programs will genieom; exposition

halls, where you will be able to admire the technical progress, the perfeet@mhed in radio
technology.” The event planners wanted to ensure radio would have an “independent
personality” outside of other cultural and commercial manifestations beipigybsd in the fair.

In part, this was because “in this country radio is the book and the newspaper of millions of
people.” The fair displayed the three most important forms of media in Mexicotahée

cinema, radio and books, and, as in previous years, took place thanks to the collaboration of the

government and the business sector.

Arturo Garcia Formeti, spokesman for the event, noted that the radio exhibit, in
particular, was anticipated to be grand. A theater-studio was being construtteMontimento
a la RevoluciériMexican Revolutionary Monument), where live radio transmissions would take
place fifteen hours a day. In addition, the Mexican Symphony, National Operarangva
theaters had promised to make appearances and play live music over the raatig.the f

October 15 broadcast b Hora Nacionala weekly concurrent national radio broadcast, was

, 74 L : . . . .
dedicated to the fair. Thus, the objective continued to be to use radio to project nationalism

and reach audiences in the United States through powerful broadcasting signals

The government, through tigecretaria de Comunicaciones y Obras Publiddiistry

of Communications and Public Works), or SCOP, desired to display radio’s advancentkats t

& Radiolandia April 20 and 22, 1943, May 7, 11 and 21, 1943 @ida!, June 24, 1944.

“ Radiolandia Septembet5, 1944.
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public and cooperated with ti@amara Nacional de la Industria de la Radiodifusitire
successor of thieiga Central Mexicana de Radity carry this out. This independent
organization was responsible for the organization of the industry and is creditethjmadt

professionalization in the 1930s when they offered free information on legal, caadneerd

L . ) . 75
technical issues to commercial radio station owners.

By the following decade, Mexican film stars made special appearances radio
programs. Audiences filled the studios in order to see their favorite movie stawe&kly
program sponsored lfyerveza Monterregnd broadcast through XEW, on Tuesdays at 9:45

p.m. in 1944, for instance, was lauded for its high artistic quality and becauseafgnsisth as

. . . . 76
Maria Felix, Pedro Armendariz and Sara Garcia made guest appearances.

Studios only continued to get more sophisticated as the years progressed. In 1942, the
new studio under construction for XEW had a seating capacity for over 4,000 people and was

said to be “identical” to the Columbia Broadcasting Systems (CBS) studialio Ray, New

77 . - . . . .
York. ' The station spent over half a million pesos constructing this studio, in fact, and during

the inauguration in the summer of 1942, the Mexican National Anthem was played along wi

one of Agustin Lara’soleros,“Cada Noche un Amor(Each Night a New Lover%?

Scholars argue that the mechanical reproduction of cultural forms such as mingjc dur

& Radiolandia Septembe8, 1943.
7% 0igal, April 1, 1944,
77 . .

Radiolandia June 20, 1942.

8 Radiolandia June 22, 1942.
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the twentieth century reconfigured the understanding of space anégtirnd\/lexico, as the

radio industry grew anprofessionalized during the 1930s and 1940s and permanently changed
the use and perception of private and public sphere. Within the span of two decades, the urban
masses of Mexico transitioned from attendingTkatro de RevistéMusical Revue), to staying

at home and listening to popular and suggestive programs hosted by musicians and composers
such agLa Hora intima de Agustin Lara(The Intimate Hour of Agustin Lara). In fact,

through live radio programs, which were in vogue after the mid-1930s, the daily sooftiraelio
audiences in the United States and Mexico were transformed. Conducting a radimprog

before a live studio audience exhilarated listeners who could “hear even tinengreéthe

.. .80
speakers” and marveled at “the applause of the visible audience.”
Conclusion

The United States witnessed the arrival of radio broadcasting several rbefuies

Mexico had its first transmissions. In the nation’s largest cities, raatiorss played Mexican

and other Spanish-language music beginning in JB.éZMexican radio stations had been
“picked up” by listeners since then; allowing many to choose between musiical ra

transmissions heard in the United States coming from Mexican stations, ancSpaguisge

& This is an extensive debate. See, Walter Benjamin, Michael William JenBingid

Doherty, Thomas Y. Levin, and E. F. N. Jephcbiie work of art in the age of its technological
reproducibility, and other writings on med{@€ambridge, Mass: Belknap Press of Harvard
University Press, 2008).

80 AHSEP, Expediente A-4/235.3(73).

81 For more on this topic see Dolores Inés Casillas, “Sounds of Belonging: AaCwlistory
of Spanish-Language Radio in the United States, 1922-2004,” (PhD Dissertation, Unofersit
Michigan, 2006).
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broadcasts emitted over English-language radio stations. But the Enpgadtirgy audience was
not the population the government was interested in reaching. In order to reaclnéhem, t
government used one of its own institutions, $eeretaria de Educacion Publicand its station

XFX, to do so.
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Chapter Il
From “La Hora del Hogar” to “La Hora Nacional”:

Nation-Building and Official Radio Broadcasting in Mexico

“No ya desde el Bravo hasta el Suchiate, sino de un polo a otro, a través de toda la Tierra,
podemos escuchar la voz de nuestros semejantes como antes podiamos recibir su
correspondencia o0 como mas tarde pudimos telegrafiarles o hablarles por teléfono.”

“Not only from the Rio Grande to the Suchiate River, but from one pole to the other, throughout
the world, we can hear the voice of those that are like us, in the way we wowe tbesi
letters, or later send them telegraphs or speak to them over the telephone.”

-Salvador NovoEnsayos

Life for the urban and rural population of Mexico in the 1920s was in a state of transition.

“The people were interested in the scientific advancements of the day and infoayitngy

wanted to forget about the armed conflict,” explains Jorge Mejia F]’riaoring the evenings or
weekends in the country’s cities people of all backgrounds and ages attendedi¢ngahea
vaudeville show, or, before 1929, viewed a silent film. The theater, especiadllgdtre de
Revistaor music revue, combined music with satire and was an essential sourcetafrengt
for the urban population. During the 1920s “some preferred the piano at home...others,
generally less demanding and certainly less cultured, preferred- and couldepsyaces that

Teatro de Revistapened for the public enjoyment of music, for the affirmation and

! Jorge Mejia PrietdHistoria De La Radio Y La Television En Méxi¢@oleccion México vivo;
México: O. Colmenares, 1972), 24.
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confirmation of the identity of the massezs."

When radio arrived, high quality entertainment could be enjoyed in the comfort'sf one

home. “We are in a splendid era,” noted Ruben Campos in 1928, “in which the Ministry [of

Public Education] and two other newspaper companies offer free music to the%/v@h]‘r‘fpos
was referring to official station CZE, and to CYB and CYL, the first thrd®rstations in
operation in Mexico City which offered nightly concerts and conferences equefnt basis in

the 1920s.

Aside from bringing music inside the home, radio receivers connected ifsteitie the
cultural activity of their city. Using electricity was still a nplvenomenon for city residents in
the early 1920s and radio, an apparatus that could be turned on quite easily, siniplifiedr|
those who did not have the means to purchase a radio, they could walk the city strestsrand li

to live broadcasts, as it was reported that small businesses would placeaaigiersan front of

. 4
open windows for the passersby to hear.

The Mexico City press played a vital role in the history of radio by instruttieng
population how to listen to the new apparatus. Shortly after it was introduced, radakeras
on by artistic and literary groups in Mexico; to some, it was even consideredf@mart~or

instance, radio was an important part of the work of an avant-garde artistimerava Mexico

2 El Pais de las Tandas Teatro de Revista 1900-1@48xico D.F.: Consejo Nacional para la
Cultura y las Artes, Direccion General de Culturas Populares e Indig&g43, 93.

3 Rubén M. Campogl folklore y la masica Mexicana. Investigacion acerca de la cultura
musical en México (1525-192fN1éxico, DF: Talleres Graficos de la Nacién, 1928), 154.

4 Archivo Historico de la Secretaria de Educacion Publica (hereaHSEP) 4.18 9475/4. #25.
NECESIDAD DE ADQUIRIR LA ESTACION.
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calledEstridentismowhich drew from European futurism and called for an embrace of
modernity by celebrating the city and new technology during the mid 1920s. This group of
intellectuals and artists took the attributes of the changing city, tetesyautomobiles,
telephones, the telegraph and radio-, used them to write poetry and to familiartex pwilic
with emerging art and cultural forms. In the 1920s, the Mexico City praimiegd radio’s
culture role in Mexico and the enthusiastic support the apparatus received frompew/ga
El Universal llustradcand avant-garde groups like tBstridentistahelped underscore its

importance within Mexican society.

At the same time, radio emerged as an integral part of the post-revolutiortarglcul
project spearheaded by the Mexican government. Under the banner of nationtdistneaf
Mexican Revolution (1910-1920) a vast reconstruction project was implemented in thg countr
that focused on education, public health, agrarianism, and anticlericalismch@pigr explains
the birth of XFX, the station operated by the Ministry of Public Education, theiromigstarget
and reach Mexican listeners in the United States and the way they used geeder-bas
programming to advance the ideals of the Mexican government. Lastly, the chaptibedes
how, by the 1940s, this station was engulfed with another government agency, th¢tReAPP
Autonomous Press and Publicity Department) and continued to use radio programming to

transmit Mexican culture, values and music both at home and overseas.

The Ministry of Public Education and XFX

Following the Revolution, new institutions created by the central goverrappetired in
Mexico. In the eyes of political leaders, rebuilding the country aftelébade-long conflict

meant creating organizations that would legitimize the state and help adkantationwide
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cultural and educational program. One of these waSdheetaria de Educacién Publica
(Ministry of Public Education), or SEP, established in June of 1921 by President Alvaro
Obregén. The man behind the Ministry’s early projects was José Vasconcelos, déxb thea
department from 1921-1924. Vasconcelos was the first government official to degend t
traditions of the people and worked to situate folkloric art, music and dance in their gesgeer

within the post-revolutionary society.

In 1923, the SEP responded to the call of the government to impart education to the
masses and made a commitment to adopt radio, construct rural schools and develop
technological training. As Public Education Minister, Vasconcelos eaggojyorted the SEP’s
efforts to acquire the technology necessary to build a modern radio station, envisrofegas

a tool for the “civil and cultural neo-evangelization” of the illiterate anpetised population of

Mexico.5 New institutions like the SEP were instructed to use radio communications for a
number of purposes including making contact with Mexico’s rural population, teachinghtre

working class technical skills, indoctrinating all citizens with ideas abnalism, and, above

. . 6
all, carrying out work that was pt@atria, or “for the betterment of the motherland.”

In 1924, Obregon’s successor, Plutarco Elias Calles, authorized the SEP to purchase

radio transmitter from the United States. Officially inaugurated on idbee 30, 1924, the

> Fernando Curiel.a telarafia magnética y otros estudios radioféni@déxico, DF: Ediciones
Coyoacan S.A. de C.V.), 306.

6 Elizabeth Joy Haye®adio Nation: Communication, Popular Culture, and Nationalism in
Mexico, 1920-195@Tucson: University of Arizona Press, 2000), xiii.
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station was assigned CZE (later XFX) as its call Iet7te)€FX was at the center of the urban
transformation brought about by radio in Mexico City after 1923. At the time, radions
required large antennas which became problematic for the radio stations itedigura
downtown Mexico City, an area with limited vertical space. In order to acoolat® the towers

the Ministry had to place them inside of the copulas offtraplo de EncarnacicandTemplo

. - . - 8
de Sana Catalina de Seraurches close to the Ministry’s main building downtown.

Taking into account that the majority of the Mexican population was illitetsge, t
government recognized that reaching them through print media was not the mesttefiay to
impart its political and cultural projects. Under the direction of the state, afacigl radio
stations during the ‘20s, ‘30s and ‘40s made use of public spaces, such as schools, to impart thei
wisdom and ideals to the general population. In urban centers, the SEP noted thatitreir s
“has the advantage of being assisted by a number of businesses who put speakettsew
public can hear them from the street.” XFX was proud that those who did not have the means to

purchase a radio receiver could be a part of a “circle of listeners,” a dgroitizens who

. . . . 9 .
congregated in their homes or in public places to hear the radio.

In 1926, faithful listeners of the station, like J.R. Padilla noted “I have madeialspec

effort to listen them in my living space, placing a Loud speaker in a plage teepublic can

! In compliance with the National Radio Congress taking place in Washington, D.C. in 1927, in
September 1928 the station was assigned the signals, XFX. By 1936 the station basadcast
XEXM, long wave and XEXA short wave.

8 El Universal21 de junio 1924.

o AHSEP, Expediente 4.18 9475/4.

63



listen, noting that the transmissions are heard with positive delight and intepestiadly by the

popular classes, which are, undoubtedly, the ones who benefit the most from thesesﬁr%ogram
Padilla was a considerate listener who brought music and conferences to lii®rseig Mexico
City. Like him, countless others were enthusiastic about the visible changespkde in
Mexico, thanks to radio; as a result, they purchased radio sets, records and attended

performances where they could hear and see the production of a live radio program.

XFEX's programming intended to reach all social classes in Mexico and atlvateas
over the proper behavior of men, women and children. Initially, XFX was on the ypseydral
hours a day and their broadcasts included hour-long conferences on hygiene, hisgoaphyeo
and horticulture. By the mid 1920s the station increased their broadcasting hout§ faom to
8 p.m. and incorporated news and information bulletins by the Ministry of Public Hatidth, t
on Philately and other hobbies, and artistic concerts sponsored by the Ministry and\tae

Navy or the National Conservatory of Music and Declamation.

In the first decade after the Revolution, the station was successful as aopwivey
education and Mexican cultural nationalism, giving it national and internatiorstigare The
station’s goal was sending messages, conferences, and information fronmiteyMimain
office building, located in downtown Mexico City, to listeners in the city, theosading states,
and abroad, to be the most powerful station in Mexico and a “magnificent means caiMexi

propaganda, making known through the entire orbit our industrial developments, our true

10 Boletin de la Secretaria de Educacién Publica. Tomo V, nimero 10. Octubre 1926. p. 175.
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. 11
intellectual state and our general status.”

One of the station’s noteworthy social functions was their collaboration witHithistry
of Public Health, who used XFX to broadcast conferences and lectures rangingutrition, to
diseases, to proper sanitation. In particular, their efforts in spreading thargew€s anti-
alcohol campaign, which relied on film and radio transmissions throughout ruraldylexic
generated favorable outcomes. One listener, C. Alfonso Ramirez, drafted toltte station

on September 29, 1927 admitting that “Before | was acquainted with a radio appaxaiuisl, |

dedicate my spare time to immoderate partying, which many timeseaffext health.J’2 The
testimony of Mr. Ramirez, who had changed his daily drinking habits thanks tctimese is

proof of the way the Ministry assisted the government in their plans to deadicakenness in

. 13
Mexico.

XFX Overseas Missions

Beyond focusing on improving the health and wellbeing of the nation’s people, XFX’s
mission included broadcasting internationally and reaching people “on the otHefstte

U.S.-Mexico border. The official mission statement of the station includkihdtaultural

1 El Demécrata Septembe27, 1924.
12 bid.

13 On the Mexican government’s temperance campaigns see Gretchen'Siebeging the
Revolution: Mexico’s Anti-Alcohol Campaigns and the Process of State-Building; 1B4@

(PhD Dissertation, University of Arizona, 2008) and “Parades, Epistles, and Rvehibit
Legislation: Mexico’s National Anti-Alcohol Campaign and the Procesdaié Building, 1934-
1940 Social History of Alcohol and Drug&3:2 (Spring 2009). A unique approach on Mexico’s
relationship with alcohol see, Tim Mitchdlhtoxicated Identities: Alcohol’'s Power in Mexican
History and CulturgNew York: Routledge, 2004).
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messages to the most remote corners of our country, and past its borders to te&e/theeliof

our speakers and announcers...to the cultured Canadian, North American and Centrarmmeric

cities.’;L4 The station’s radio departmettie Obra de Extension Educativa por Radio
(Educational and Extension Labor of Radi@s responsible for carefully observing radio

transmissions heard by listeners overseas.

From the moment it went on the air in 1924, the station monitored its “labor abroad,”
responded to letters from listeners and kept annual records of the number of hamawdtt
telephone testimonies sent to the Ministry’s office in Mexico City. In tleell®20s, during her
tenure as station manager and director, Maria Luisa Ross corresponded withesuaoeoss the
globe, ensuring that both foreigners and Mexicans alike knew about the work &eiad out in
Mexico through the SEP’s radio department. Letters received from abrodedbgrvide a
unique opportunity to examine the reception and popularity of their programming in tked Unit

States and the Americas.

The majority of correspondence came from audiences overseas, esfexialiye
United States. In 1925 the office of radio education reported that in the previous twellie mont

they had received over 26,000 pieces of correspondence from listeners in tha Weste
Hemisphere and calculated that the range of the station exceeded 12,000 kiI%?nBt;e@Z&

: . . : 16 . ,
14% of the station’s listening audience was located overse#fsthe radio office’s December

Y50letin de la SEPTomo IV, no. 2 (1925): 63.
15 AHSEP, Caja 4, Expediente 41.8. 9475/15.

18 hid.
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1927 report, Ross noted that “Especially in the United States, listening to our music and
conferences has awakened an interest to know us better. The radio departmentyfrequentl

receives requests for pamphlets, magazines, photographs, in general, all kind<atipubli

. . . . 17. .
that can illustrate our way of life, our customs and the evolution of our national Spirit

Numberless listeners, ranging from Radio Club Members, Mexican citizerspdan
immigrants, housewives, and teenagers living in the United States and partsad Cagaently
“picked up” radio broadcasts from Mexico City between 1924 and 1931. Some responded by
drafting letters to verify their reception of a radio broadcast, complaunt 8w sound quality in
the music being played, offer ideas for better programming, request that tappky a
special musical number for them, or comment on the artistic talent displayeti@vadio.

Letters to Mexico City even arrived from countries in Europe, like a reportJeam Maurier of

Replattes, Switzerland, who wrote to XFX in 1926 stating he had been able to listen to t

. : . . . 18 .
station with great clarity and admitted he hoped to tune in on a regular %a5|s.

Both English and Spanish-speaking listeners frequently commented on the muilc play
over XFX’s transmissions. Music allowed the station to establish lines of cowationiboth
Mexican immigrants and a curious Anglo audience. The high quality of music bsbatea
the air, in fact, set the station apart from other official short-wave opesatior instance, on
March 13, 1931, Margaret Williams sent a letter from her home in Brooklyn, New York to XFX
offices in Mexico City. “Dear Sefior,” she wrote, “if | could only reach out mdkand grasp

yours, and express my heartfelt thanks for the great pleasure lezqaetritonight, listening to

17 Boletin de la SEPTomo VI, no. 12 (1927): 308.

18 El Universal Februaryl6, 1926.
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the program you sent out!” The night before, Williams had used a short-wave recdistent
to a concert given by Mexico’s National Symphonic Orchestra. “It is easl thdt you people
sing from love of music, not for fame or money,” she continued, “After months of hgtémi

jazz and so called ‘crooners’ it was a never to be forgotten treat to listeartmyely Spanish

. . . . .19
and Mexican string music and choral singing.”

As a powerful agent of culture, music had been used since the nineteenth century by
government leaders to promote ideas of nationalism. In the 1920s and 1930s, the government
resurrected the practice and turned to music to help diffuse the cultural politiespafst-
revolutionary state. During the 1920s, tamcion mexicandor instancewas“a fundamental

component of the feelings and imaginary nationalisms that inhabited the offitiabtul

) 0
dlscourse.2

Mexican composers had looked to the popular and rural classes for musical orspirati

since before the Revolution. Afterwards, as some scholars argue, the goverohoptad

popular forms of expression and that which was considered “popular” became “Melelctm.”

turn, during the 1920s, a large number of composers, piano players and musicians who had been
trained in Europe in the early twentieth century responded to the call of themeve, were

inspired to work in Mexico, and used the available resources to make national art and musi

Under the direction of José Vasconcelos and the SEP, folklorists and composers likeNlanue

19 AHSEP, Expediente A-4/235.3(73), Folio 267-268.

20 Ricardo Pérez MontforExpresiones Populares y Estereotipos Culturales en México. Siglos
XIX'y XX.Diez Ensayog¢Meéxico, DF: CIESAS y Casa Chata, 2007), 97-98.

21 bid.
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Ponce embarked upon collecting musical traditions of Mexican countryside in@rder t
disseminate it to Mexican children. Toancion mexicanamerged within this context as a
portable and succinct expression of cultural nationalism. c@heibn mexicanayhichis

synonymous with theancién popularin a similar way to murals and poetry, reflected the

L .22
people of Mexico in an accurate and commanding way.

Many of the achievements of the Educational and Extension Labor of Radio offiee at
time were the result of the work of its director, Maria Luisa Ross. Jourmaltbor, and life-
long advocate for women'’s rights, Ross’ background and concern with the lack of edwzrati

culture in Mexico’s schools and manifested her through innovative projects andfyears

service.23 In particular, Ross was behind a struggle taking place in the late 1920s and early
1930s between commercial and official stations over audience members. Foeirstanc
station was “official,” meaning it was forbidden from selling air time togte businesses for
advertising. However, during the ‘20s it operated with a high degree of autonomyt, in par
because it was owned by the government and also because the station was sarshgr

to the signing of the 1926 mass media law, the first legislation defining thefroommercial

22 For a general overview of the history of Mexican music see, Juaar8do,Historia De La
Musica Popular En México, 1896-19Bléxico, DF: Editorial Extemporaneos, 1974.); Ricardo
Pérez MontfortEstampas de nacionalismo popular mexicano: ensayos sobre cultura popular y
nacionalismo (México, DF: CIESAS, 1994) andxpresiones Populares y Estereotipos
Culturales en México. Siglos XIX y XX. Diez Ensafidéxico, DF: CIESAS y Casa Chata,
2007); Claes af GeijerstarRppular music in Mexic@Albuquerque: University of New Mexico
Press, 1976); Yolanda Moreno Rivaéistoria de la musica popular mexicarf{éxico, DF:
Editorial Océano, 2008).

23 Rosalia Velazquez Estrada, “La Radiodifusion Mexicana Durante los GobierAbsce
Obregon y Plutarco E. Calles,” (Tesis de licenciatura, Facultad de Flgsbétras, UNAM,
1980),170-171.
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and official stations in Mexico.

Since its birth, the station focused on the acquisition of radio receivers to bdmuthsitto

rural schools and teachers throughout Mexico. In 1928, Ross proposed a campaign to exchange

air time for radio-receivers with local busines%‘ésConsequently, between 1928 and 1932, in
between programs and during commercial breaks, XFX aired commercial seiwenis for
local businesses such &8| Palacio de Hierro,” “Al Puerto de Veracruz,’and“Casa

Armida,” high-end clothing and department stores in Mexico, along with “The University
Society” and’AGFA Fabricas,” a school organization and a fabric store, respectively.
Collaborating with private businesses assisted the progress of the station. In I&f#6ethe

reported that “Colgate, Palmolive & Peet, Inc.” had donated more than $5,000.00 pesos in

. 5 . . .
powerful radio apparatuses to the statzlonThe project was also successful in helping the

station acquire a large number of receivers for the Ministry’s rural adngabgram.
Radio and Nationalism Abroad

The audience XFX was also concerned with reaching were Mexican immigrames
United States. One method used to engage this Mexican market in the Uniteadv3sate
organizing special transmissions for them in the form of classical and chann&ieraoncerts.
Following a directive of the Mexican government, in 1931 Carlos G. Blake, thet®fiif
Communications, directed XFX to play only national music; meaning that insteadcefison

featuring international composers interspersed with national ones, tha ptatileged music

24 AHSEP, Expediente 4.18 9474/15.

25 1hid.
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written and performed by Mexican composers and sinzg6efEhus, during Mexican holidays,
like the Independence Day celebration in September, XFX used the radiveginodransmit
nationalistic music and, of course, the national anthem. The celebration of Mexica
Independence begins on the evening of September 15. Knd&h@sto,” it is customary for
the President to give a speech and reproduce the battle cry for Independeatieeb Miguel
Hidalgo on September 15, 1810. Mexican immigrant J. Pifia Pastor, who listened to the
September 15, 1929 broadcast from his home in Brownsville, Texas, wrote a letter to XFX
declaring: “In agreement with the request you made in your transmissio&'Gfito’ ceremony

some moments ago, | would like to express that | heard it with pure perfectierringing of

the Cathedral bells was a bit weak but everything else very gléar.”

Correspondence sent to the radio office in Mexico City also reveals that the Bteadca
nurtured feelings of patriotism, especially within an elite group of Mexoamgrants. At
times, programs to the U.S.-Mexican audience were carried out in conjunctioromitineccial
stations, such as the broadcast of November 20, 1931, when XFX partnered with commercial
stations XEW, and XET of Monterrey and transmitted the Presidential addceascancert
throughout Mexico and parts of the United States. That night, under the directioraohadcl
composer Carlos Chavez, the Mexican National Symphony gave a concedidhel heater
in downtown Mexico City. The concert, and the radio broadcasts that accompanied &, we

success. “A true work of art,” wrote A.C. Laurel from Laredo, Texas, “it givest pleasure

26 Archivo General de la Nacion, Ramo: Secretaria de Comunicaciones yRUblEss
(Hereafter AGN SCOP), Expediente 22/131.6 (725.1)/149.

27 AHSEP, Expediente 4.18 9474/15.
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and satisfaction to us Mexicans living outside of the homeland that our country can count on
such a great orchestra as the National Symphonic Orchestra. | canyasswithout fear of

being mistaken, that neither the Philharmonic of New York nor the Philadelphia Syyngron

. . 2
supersede it and | have listened to them perform the same num%ers."

During their temporary or permanent stay in the United States, culturadaviex
immigrants could tune in to live concerts from Mexico City and praise the advantsaf the
post-revolutionary government’s cultural project. A listener in Brownsvillga3.efor instance,
reiterated the fact that Mexican citizens, even when they lived abroad, waneeGivthe cultural
missions of the government and were taking advantage of the opportunity to hear the tsroadcas
with their friends and family members. In his letter, thanking Carlos Chavehasdger
Hortensia Valladares for their great artistic work, Mr. Robles cortifielo not want to end
this letter without also sending warm and enthusiastic congratulations to MrsdNBessols,
Secretary of Public Education, for the support and enthusiasm he displays in favasrainati
art, making possible concerts like the one from last night, since their diffusionakié us

worthy of good judgment and appreciation abroad, since a people who have artistic

manifestations like the one heard last night, are forced to be admired andencda%ngedthanks

to the station’s ability to reach the United States, the music broadcast og@rrtbeonly gave
the station international prestige but it also united and lifted the spirits of &egiiizens
abroad. However, the station was mandated by the government to serve other institations

broadcast their bulletins, the speeches of the President and important announcements

%8 AHSEP, Expediente A-4/235.3(73).

29 vid.
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Radio: A Microphone for the Government

In 1930, as XFX grew in importance, new commercial radio stations also appeare
Mexico City, declaring that spreading the government’s cultural progagaas their first
priority and, consequently, posing an even more serious threat to the future of ihkstéfion.
In the Ministry’s quarterly bulletin Ross noted that “one of the greatestultiés we have
encountered...have been the excessively low rates which commercial réadizsstharge for

advertisements:.io

The station juggled between broadcasting news bulletins from various
government Ministries and continuing its educational work, leaving Ross and other reanage

a difficult position.

By the mid ‘30s, the government used radio alongside its own cultural project to form a

“musical nationalism” designed to incorporate all citizens into a shariamhalad:uIture:.)’1 XFEX
used music as their principle weapon in their struggle against commeatimhst Since the
early 1920s, the station had been noted for its high quality musical performances,jmmtheur
next decade they were an important source for classical music in Mextoen e
internationally renowned Mexican mezzo soprano Fanny Anitua returned todviexin her
tour in Italy in 1927, for instance, she donated three records of Mexican songs taitteyNf

Public Education which were used in the music lessons of the National Conservatorythad for

30 Boletin de la SEPTomo VII, no. 5 (1928): 176.

31 Hayes,Radio Nation: Communication, Popular Culture, and Nationalism in Mexico, 1920-
195Q 245, 255.
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activity of the radio officéq’.2

Live radio concerts were other ways the station competed with the corahsexor. In
1930, XFX’s programming sought to counteract the jazz music being played over cashmer

stations by offering nationalistic and artistic programs that featlessical and Mexican

folkloric music.g’3 However, the majority of the music that was broadcast over XFX was
classical and chamber music, not the popular music being sung in the village$ Mesuca.

While this style of programming had an audience at home and abroad, the genergtional ga
between the urban populations was growing and the majority of commercial statiesico

had abandoned classical music by the early ‘30s. In fact, commercial raadcéasting, more

in line with the evolution of popular music, new rhythms and recent developments, had a bette

understanding of the changes in the market.

Music may not have been the best strategy to reach the majority of the population, but
through its powerful short wave transmitter, XFX played a key role broadcasitiiogal rituals
of the post-revolutionary government. Assisted by engineers and technicians, ine1928 t
Ministry of Public Education installed a series of speakers on government bsiifdiogghout

Mexico City, such as the National Cathedral’s main towers, at the exit Nfatienal Palace,

and in the chambers of CongrgésThe purpose was threefold: to offer those who did not own

radio receivers the opportunity to hear important events, such as the inauguwiaéspde

32Universidad Nacional Autbnoma de México, Instituto de Investigaciones Sobrevier&idad
y la Educacion (IISUE), Fondo D.A., Caja 16, Expediente 395, 33 Fs. Fo. 7147-7179.

33Boletin de la SEPTomo IX, no. 5 (1930): 105-106.

34 Excélsior September 1, 1928.
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Presidents, to be a part of the daily political life of the nation, and to turn radiosigtinto a

civic-patriotic activity taking place in public and symbolically relevania®paces.

The speakers were used the following year during the government’s comrtiemofa
Mexican Independence Day. Nation-wide public holidays, in fact, created oppiegtoi the
State to reach both a local and an international audience. Audiences acrassadvidxn the
United States took interest in this Independence Day transmission. Accordiegofédial
report, the 1929 broadcast “took all of the listeners located in different parts of they ayunt

foreign soil, a temporary glimpse of the joy of the people, which culminated abthemhwhen

. L . 5 .
the President rung the historic bell and announced the independence of I\]T’exmo.”

For Mexican political leaders, the radio was a modern and efficient way towtioate
with the nation’s dispersed people who had crossed the northern border and were lobated in t
United States. Some, like President Calles, considered XFX the best stéfiexico City in
the 1920s and lauded its priority in spreading cultural propaganda within Mexico and abroad.

The station’s transmissions, he proclaimed, “are heard in North and CemigalcA as well as

. . 36 .
Cuba, even having received some correspondence from South America.”

Concerts and songs were the primary means by which government statioreidiffus
patriotic sentiments and, after 1930, Presidents took up the microphone to give speeathes aim

unifying the nation. Keeping sight of the overseas population, for example, in the 1930s

3 Boletin de la SEPTomo VIII, no. 8 (1929): 131.

36 Presidentes Ante la Nacion: Informes, Manifiestos y Documentos de 1821T086® 111
“El Gral. Plutarco Elias Calles, al abrir las sesiones ordinari@srejreso, el 1° de septiembre
de 1925,” p. 703.
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President Pascual Ortiz Rubio used the radio on a regular basis. On February 25, 1931 from his
residence in the Chapultepec Castle Ortiz Rubio addressed the nation and outlined the ma
points of his cabinet’s plan. “The Government of the Republic hopes to compel all Mgkica

he said, “those residing within and outside of the country, to cooperate in their labohewith t

efforts, with their honorable attitude and even while sacrificing their pesdio the wellbeing

.37
and development of odratria.”

Radio and the Family

To many Mexican families, the technological advancements of the eartyi¢th

century -electricity, telegraph, radio- created a “revolution in the hgrgné'.he arrival of radio
in Mexico brought alterations to the city’s landscape and created changeslial fgender
dynamics by bringing music and entertainment inside of the house, the spaceteeésagrthe
administration of the wife and mother. As with all new innovations, after radi@drin the

home the public was anxious to see how their life would change.

The majority of Mexico City’s population embraced the apparatus; however, serae w
afraid and others skeptical and cynical about its effects on family life. In 1228a]ist L.G.
Varela wrote an article about the novelty of radio in Mexico. He noted “it isngel the
tavern, nor the friend, nor tleanting which keeps a man from his home. Neither the love of his

woman or his children has been able to do what the statiBoen Tondas. From his work,

37 El Universal February 25, 1931.

38 José Felipe Géalvez Cancino, “Los Felices del Alba, (la primera décadaatbddifusion
mexicana),” (Tesis de licenciatura, Facultad de Ciencias Politi8asigles, UNAM, 1975), 33.
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9 Varela remarked

. . . 3
the man runs home on the nights in whidiBuen Tondransmits concerts.
that since the advent of radio, men no longer needed to make excuses for not wanting to go home
or put their responsibilities to the side, but instead could go home and listen to the good quality

of commercial station’s CYB's transmissions.

A look at transmissions by XFX's radio office reveals that its missioroneil the
attitudes of the state, especially concerning the role of men and women ig.s&sietblished in
1924, the radio department was separated into four sectors: educational, culistialand
informative. The largest division was the one headed by the cultural office wasch w
responsible for broadcasting concerts offered by the National Conservatooggrcontrol

conferences from the National University, which relied on telephone lines and a radio

. . . 40
transmitter, and classical and popular musical programs.

Through educational broadcasting, however, the SEP created a patternywaéieb
stations targeted individual members of the family, giving them suggestiomsvhatttheir
place within post-revolutionary society would be. Through programs about chiligraad
psychology, the organization of the home, etiquette, health and hygiene, and proper dinner
conversation for instance, women were able to learn important post-revolutiomaiplps.
Mothers, in fact, were in charge of teaching, children were to be obedientrtpatezits, and all
members of the family were important citizens of a growing nation. XFXisrmesions not
only directly mirrored the intentions of the government but also served as are doitli

commercial stations in the following decades. By the mid-twentiethirggermommercial

39 El Demaocrata November 30, 1923, p. 12.

0 AGN, SCOP, Expediente 22/131.6 (725.1)/149.
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stations like XEW transmitted programs likéarimbas and Maracasat the time that the

~ 41
‘muchachasiould accompany thsefioras’to the San Juan market for the groceries.”

Reasserting patriarchal authority in the household while projecting thiy faerarchies
was in the best interest of the nationalist agenda and values. In the late 1920y a93@sy
XFX's programming the station specifically targeted women as itapbaudience members and
it offered “gender-based radio programming,” where state-sponsititades concerning proper

behavior and roles in society were promoted through special lectures and broadcasts

During the post-revolutionary decades, the school and the home were the principal
agencies for the socialization of the Mexican people. The home, according to p&kcgnwas
the basic social unit; the arena where the ideological formation took place. ftineudinistry
of Public Education it had been possible for the government to administer control of saldools a
education. However, the home was a much more impenetrable terrain. In turn, one of the
strategies used to ensure women were being indoctrinated with officiahgo ideas was to

educate the women of the urban and rural areas through radio programming.

Reaching women, who spent the majority of their time at home, was a principaivebjec
of XFX during the 1920s and early 1930s. The Ministry believed it was necessagnienvio
be integrated into society because, along with teachers, she was responsthledting the
new generation of Mexican children. Additionally, the government aspired talsfgealtural
project to all people of Mexico, and radio, in the hands of XFX, was a way to reach treaMexi

female population scattered throughout the nation and in the U.S. Southwest. As Alan Knight

41 . : . .
In this contextmuchachasefers to maids or servardadSefiorago their employers, the
women of the household in which they worked.
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notes, “radio was considered especially important not only because listeners diddrtotheee

. . . 42
literate but also because it was accessible to rural women.

During its first decade on the air, XFX also produced family based radio pnogngm
transmissions where the proper roles of men, women and children were advancedrin tife fo

special programs and lectures. Since 1924, for example, XF¥atgeted children by

. L . 43
broadcasting stories in the early morning hours before they went to schadiese hours
remained set apart for children’s broadcasting during the following decadeng mothers as

they made breakfast and began their daily chores.

When XFX reorganized its programming in 1930 it separated its radio audience into four
groups: children, housewives and urban and rural workers. The radio office creatdd specia
programs for each sector with the firm belief that extending a culturaatdoievas the number
one priority. Their programming included musical transmissions which were uedailthral
section of the programming, but which were of high importance in the socializatiompf ma
Mexicans. Next to education, according to the SEP, it was important for raciostatioffer
quality artistic talent that would infuse a regard for culture and art. Howeseging patriarchal

hierarchies with the new nationalist identity, in fact, constituted a prioriFiX’s social

.. 44 . . . .
mission.  In fact, there was a strong link between domestic life and radio. Advenitefoe

radio during the early 1920s, for instance, showed how a woman could perform household

42 Alan Knight, “Popular Culture and the Revolutionary State in Mexico, 1910-194@,”
Hispanic American Historical Revievwd: 3 (Aug, 1994). 395.

43 VEA November 23, 1934,

4 AHSEP, Caja 4, Expediente 9475/9.
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chores such as ironing or sewing while listening to the radio with a headphoneasmhéhiense.

Radio was a functional tool to individual members of the family. Mexican women, for
example, could share the privilege of a life out of doors without ever having etlesiv home.
In the ‘20s, commercial radio stations conducted remote control broadcasting febenstand
some even broadcast live concerts in music halls and auditoriums. With live nusicegt
women were no longer pressed for time or money to attend the theater. At honceuttdye
entertained all day as radio stations would broadcast concerts from savdhetaters in the late
evenings, witldramas or conferences in the afternoons, mixed with a potpourri of musical

selections throughout the day.

One of the projects born under XFX specifically targeting the Mexican éeaualience
was a broadcast titlétla Hora del Hogar” (The Hour of the Home). The first of its kind seen
in Mexico, this show offered women advice on how to manage their home, learn about domestic
hygiene, daily food prices, fashion and even some world news. To the station, the goal of
broadcasting specifically to women went beyond education; it consisted in “cangibua
useful manner, to moralization and good customs, to perfecting familﬁfé.his genre of
programming began in 1927 and continued through to the next decade. Immediately, women

became avid listeners of programming that was intended to suit their needsg ®teport

made by the Ministry in 1929, for example, housewives accounted for owning the most radio

.46 . L .. . ,
receivers.  According to historian Ageeth Sluis, in fact, this sector benefitted most lfiem t

45 El Universal March6, 1927, p. 10.

6 AGN, SCOP, Expediente 22/131.6 (725.1)149.
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educational programming of XFé)lz

The tradition of using radio to advance proper female behavior established byeXFX
new trends for commercial radio stations in the following decades. Spegiftbatlugh the
Radionovelaa day-time radio drama, stations promoted the proper female behavior to a wide
audience across Mexico. For instance, one of the most péfadesnovelasn Mexico City
wasAnita de Montemawhich began to air in the spring of 1941. The drama, whose success
helped launch a new era in live radio transmissions, featured the day to dasactiat
challenges of an honorable Mexican woman. To Mexican female audiences, rgdmnmaa
Radiolandianoted, ‘Anita de Montemashould be an example of a courageous, unselfish, noble,

.. 8
Christian woman.é}‘

La Hora Nacional

The inauguration of XEFCRadio Nacional’ (National Radio), the official station
operated by thartido Nacional RevolucionarigNational Revolutionary Party), #NR, in
1931, brought a decline in the use of XFX's microphones by government leaders analnat

rituals. Initially, the station collaborated with the weekly magaEingniversal llustradao

broadcast concerts every Tuesday, Thursday and Saturday nights at 8:%)% Asthe 1930s

progressed, and the power of the central government was consolidated, politicaltieeeel to

47 Ageeth Sluis, “Revolution and the Rhetoric of Representation: Gender Construction in
Mexican Radio and Cinema, 1920-1940,” (Master’s Thesis, University of Wyoming, 1997), 41.

48 padiolandia June20, 1942.

49 El Universal llustrado December 31, 1936.
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this station to help them indoctrinate the people of Mexico on the ideologies of the PNR and
used the station as a tool in the incorporation of the proletariat as new citizeasicb MAs
Propaganda and Culture Secretary for the PNR Manuel Jasso noted “by instaifidgittation

the PNR is offering the most effective technique of diffusion to date whictelviaesto its

revolutionary ideology.50 In the coming decades, the party’s platform coincided with the

function of the radio station: to extend culture through art, music and literature, Ito insti
solidarity within the people of Mexico, to reach a domestic and internationahaadiad, most

importantly, to have daily and continuous contact with the public.

On December 31, 1936 the laws of all the Federal Ministries and Departments were
revised and th®epartamento Autbnomo de Publicidad y Propagaff&l#onomous Press and
Publicity Department) or DAPP, was created. This new office consolidatekakisting
communications offices and the control of XFX transitioned from the authority oPSt©@he
Department of the Interior. The department, which was designed to offdreal wfiering of
government news and publicity both at home and abroad, propelled official radio to export
Mexican culture and arts, specifically through the weekly broadcast Hbra Nacional a one-
hour weekly program featuring music, drama, history, and government reporésl¢Greb®37
which is still transmitted in Mexico today. By law, every commercidisiavas mandated to
form a special network every Sunday evening whose goal for the entire natian anerseas
listening audience was to be attuned to the message of the state. Journalist RataantBd
that from the outset the broadcastved two purposes: to entrench relations between Mexicans

at home “and so that those who are located abroad will not forget their countignksita_a

>0 Manuel Jasso, Secretario de Propaganda y Cultura del Partido quoted in, Jaderiete)
Historia de la radio y la television en Méxicih-56.
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Hora Nacional,“Without a doubt! Our compatriots will cry with excitement knowing we have

reached out to them and, despite their distance from the Motherland, Iove5t]hem."

By the late 1930s, it seemed that the government was losing its battle with rmashme
stations for the Mexican immigrant market in the United States becauss®fad musical
differences within the audience. Then, during the administration of PresiéaanlCardenas,
changes were made to the structure of the cabinet, directly affectiss communications and
radio in particular. The government had been behind the establishment of national radio
regulations since the 1920s and, after the establishment of the DAPP in 1936, wamadsé
a form of programming that served its interests. Over the next decades, thifauglhradio
broadcasts likéa Hora Nacionalthey used radio to present a concerted effort of government

news and policy both in Mexico and overseas.

Aside from transmitting music, high-quality programs, information and cemdes, the
DAPP was created with the intention that one government body would coordinate all
government propaganda and publicity. At the time, the nation lacked this resource and the
DAPP pledged to organize all government information so that its doctrine could be made known
to the public. Following the move, the SEP did not cease their broadcasting actvitese or

abroad; instead, their office was absorbed by the DAPP which amplifieante of their

. . . . 52 ..
transmissions in 1937 when it acquired a new and even more powerful s%aimnended to

broadcast to the world the social and economic developments of Mexico, this offital stas

>1 Ramodn Beteta, quoted in Renfro Cole Norris, “A History@Hora Nacional Government
Broadcasting via Privately Owned Radio Stations in Mexico” (PhD Datsmn, University of
Michigan, 1963), 191-192.

2 AGN, SCOP, Expediente 22/131.6-(725.1)/149.
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designed to reach foreign countries in fulfillment of the statutes estabhgtthe Regional

Radio Congress of Havana, Cuba in 18%8.

The transmissions of the new DAPP station, whose call letters were XEKiwsh@
and XEDP long wave, were very similar to those of XFX before the merge: daitymeletins,
agricultural instruction, public health information, statistics and informatiothébetterment of
the general public, useful data from the Treasury Department, and most imppntausiky and
concerts. Live radio programs sponsored by the DAPP included popular music, caathber
assembly hall concerts, artistic concerts, and a selection of recordecphayeit over
commercial stations. Weekly radio concerts had been part of official radi@pnagng since

the early 1930s when the Ministry of Foreign Relations began to transmit a carergrSunday

. . 5
night through the government’s central short wave station in the Chapulteplec éast

After 1937, the DAPP appropriated the idea and modified the structure of the programs
so that their objective included showcasing both Mexico’s national and foreigy wblich was
carried out througha Hora Nacional The goal was to use music to take national and
international listeners to the highest artistic and intellectual talemtdd had to offer. “The
radio concerts of DAPP,” said the press “will reach the interior of the counivglbas the most

remote places of the world.” The government imparted greater importatiee liroadcasts by

. . . . . . . 55
demanding that all commercial stations in the nation transmit or re-trathgnpitograms.

>3 La PrensaJanuarydl, 1938, p. 5.
>4 AGN, SCOP, Expediente 22/131.6 (725.1)/62.

2> To date, not much has been written abduat Flora Nacional.” For a good overview see,
Renfro Cole Norris, “A History ofa Hora Nacional Government Broadcasting via Privately
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Listening to the programs was, as a newspaper announcement indicated, “T detgiaf every

good Mexican,” and programs were intended to strengthen this responsibility.

Keeping in line with the mission of XFX, the new station used music and speeches to
contact Mexican immigrants living in the United States in order to promoteuthigirand offer
them some feeling about being Mexican. For instance, in the inaugural btaaddaty 25,

1937, director Agustin Arroyo Ch. made an appeal to Mexicans abroad to remember their

homeland. He noted,

It is our duty to make of Mexico an institution-universally s¢raand morally indestructible.
May these words reach also our countrymen abroad with the rednatsthey rededicate
themselves to their Motherland: that their souls be strengthenételbywemory of it; and that
regardless of the place where they are now, that they join witkeadhers, soldiers, workers,
and all these men who are striving toward the conquest of a hdtisr for the land that saw

them at birth5.6

As it grew, the station continued to include themes which the immigrant population could
relate to. In the summer of 1938 the DAPP organized a series of conferences artd conce
dedicated to Mexican immigrants in the United States. Titled, “The expiioprad the goods

of the petroleum companies that operated in Mexico,” the lectures were intenafairto i

listeners in the United States about the petroleum nationalization of Mexico umdenékg7
The office hoped that the intended audience, which included the English-speaking public and
Mexican residents in the United States, in addition to the Mexican and foreign aualleyves

the world, could learn about the social and economic developments of Mexico during one of the

Owned Radio Stations in Mexico,” (PhD Dissertation, University of Michigan, 1963).

>0 Agustin Arroyo, quoted in Renfro Cole Norris, “A Historylaed Hora Nacional Government
Broadcasting via Privately Owned Radio Stations in Mexico,” 44.

>7 La PrensaJune 30, 1938, p. 5.
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most significant moments for post-revolutionary nationalism.

In 1939, the DAPP offices closed and the program was transferred to the Ministry of
Interior, Gobernacion. La Hora Nacionah turn, became part of an office calleddio
Gobernacion.The programming’s objective continued to be the same, transmitting useful
information about the economic and cultural activities of the nation. What changed tvas tha
instead of creating a new government station to distribute the program to thietihesbation,
President Manuel Avila Camacho asked media mogul Emilio Azcarraga, head qftXEW
produce the program. Thus, the weekly government-sponsored program became under

commercial supervision, a classic example of the “cordial relationshipebatyrivate and

. . . . , 58
public mass media sector during the twentieth century, as Elizabeth Hay®s note

Radio Gobernacidmvas responsible for the productionLa Hora Nacionaluntil 1959.
The program continued to appeal to the international audiences and oftentimeededicat
program to another country, a branch of government or a group of people, or a current nation-
wide project or event, such as the census or vaccination campaigns. On September of 1941, for
instance, the program was dedicated especialjéxico de AfuergMexico outside of Mexico).

That night, the broadcast featured the first performance by the Mexican Ntemivae Band

.59
over the radio.

The long-term success b& Hora Nacionain promoting national unity is debated. In

1938, concerning the effectiveness of the DAPP, Emilio Azcarragd Shilpueblo...will not

°8 Hayes,Radio Nation/8-79.

59Archivo General de la Nacion, Ramo Presidentes, Fondo Manuel Avila Camachafigtere
AGN, MAC), Expediente 162/2.
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become educated through radio, because they regard radio only as entertaqgrfY@it.by

1945, over 60 stations throughout Mexico linked with the XEDP and the station became one of
the most trusted mouthpieces of the government. Some argue, however, that due to the
combination of official bulletins and classical and orchestra music, thertissiens appealed

only to the upper classes with government ties. Many listeners throughowoMenald either

shut off their receivers or turn them to another station that was not following theacmhminthe
government. Yet, artistically, the programming was superior then most corahsgations at

the time because its government sponsorship allowed the directors to acquirethgtartigtic
directors and special musical guests including acclaimed director Migtdo de Tejada,

composer Alfonso Esparza Oteo, and singers Pedro Vargas, Chela Campos and Ligha Reye

As the Cardenas era came to an end by 1940, the direction of Mexico shifted to the
leadership of his successor, Manuel Avila Camacho. The Camacho administratiea i®not
its turn to the “right,” or towards a more conservative program; however, in §ehera940s
was also an era when Mexico pursued a path of industrialization. The nation benefitteah fr
economic boom brought about after joining the Allied forces in the Second World Wah, whic
resulted in vast economic prosperity. Mass communications, a useful tool during wasedas
to rally the nation and remained under strict control of the government. Thus, during the 1940s,

the radio industry answered more directly to the demands of the government.

Patriotism was growing across the country during this time, a trend thagcsturn
everything that was art, culture and ideas into clearly “Mexican” obj&¢tsle the growing

film industry glorified Mexico’s rural countryside and thatria chica radio was called upon to

60 La PrensaMay 1, 1938, p. 8.
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diffuse the songs that accompanied, and sometimes preceded, the pictures oeriheAsthe
same time, the industry was forced to edit the content of their programming aiod fiius

rapid turn to adopt a moral high ground in the national radio industry was so severeafaenst
that in 1942 the Ministry of Communications and Public Works prohibited XEW from

transmitting a program that included the blowing of kisses over the air in onerdifvheadio

. . . . 61
programs in order to “follow behavior, rectitude and morality norms.”

Ensuring that radio stations follow proper morals was not just a government concern.
Individuals and families throughout Mexico were in tune with the changes taking plaben
mass media and, at times, took on the role of inspectors. Some, like Narciso Bassuls, voic
their opinions on the way the government was using its power within the radio indusgatlyi
December of 1942, the government had shut down the live broadcast of a meeting organized by
the Sindicato Industrial de Trabajadores Mineros, Metalurgicos y Similaves official station
XEFO. Bassols, who held an office in the station, disputed the actions to Presideoh@ama
“Recently, you expressed that your government will respect, on a broadfissdem of

expression,” he wrote, “We cannot believe that the President of the Republicrisemagt that

. . . . . 62
a rally in protest of the high cost of living, is a rally against the government.”

Another sector of the listening audience did, in fact, see eye to eye with the aeept
rigorous guidelines over the airwaves. In the fall of 1942, Mexico City residean Villegas
and Maria Paz de Ramirez sent a letter to Camacho concerning a radiodiriheycaad heard

the night of August 23 over XEW. The drama told the story of a Mexican woman who took

®1 Radiolandia June 20, 1942, p. 11.

®2 AGN, MAC, Expediente 710.1/101.86.
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revenge on her alcoholic husband by having an affair with another man. When shesdonfess
what had transpired, he did not believe her. Angry, she ran to her in-laws for help, whd advise
her to deny the incident, return home and ask forgiveness from her husband. After hee forgav
her for “lying,” the drama ended. Through the airwaves, Villegas and PazaiecRavrote, the
drama had entered their homes “abusing the respect we had placed on XEW.” &madditi

because the play regarded the “morality of Mexican society in genergldémeanded that the

. . . . . 63
President intervene and punish the station for the loose morals promoted in the hroadcast

Other radio listeners across Mexico shared the opinion that radio programnueg tee
set a good, and morally upright, example to Mexican families. In an ddidlee magazine
Radiolandia,Eduardo Correa Jr. commented that “as the best friend of the home...the radio
needs to be a model of decency and neatr?é]'s'ihe desire to intervene on this matter was so
great that in 1943 a “Mexican League of Decency” was established in Mexycoltich
dedicated itself to printing a weekly magazine in which they gave reaewsatertainment like
the cinema and live shows like radio and theater productions throughout the city. The League
took on the task of evaluating whether or not these events “tend to the decency and okatness

language” and considered themselves responsible for correcting “manyafabehat exist

today” in the industrfls.5

Conclusion

®3 AGN, MAC, Caja 555, Expediente 512.32/43,

o4 Radiolandia August10, 1942.

65 Radiolandia June2s, 1943.
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During the post-revolutionary era, the Mexican government benefitted from the
international reach of new technology. Radio broadcasting, in particulard@ayafluential
role and was adopted as a viable tool used to implement the cultural project. Sinke the m
1920s, XFX helped the government form a “national space” by broadcasting govertuads)t
conferences, music, etc. across great distances. More importantlyfitireato brought
together culture, art and music and set a blueprint for Mexican commerctapragramming
by seeking the foreign audience and relying on gender-specific trasmsis With advanced
communications methods like radio, the government also took the project across Mexitio a
the United States where Mexican immigrants were making their homes theifigst half of

the twentieth century.

But by the mid-1930s, the weakness in the official radio system was evident. iClad off
sector could not compete with commercial radio, because, even though governmasht-own
stations accounted for 15% of all total stations in 1937, they did not operate as a network, the
programming was not uniform and their coverage did not reach a wide segment of thegropulat
as commercial stations did. Consequently, as Renfro Cole Norris explains, “whedettz

government wished to reach the general public on a national scale, it turned tbdhs wfigh

the larger audience- the commercial statioGr?s.OfficiaI radio stations in Mexico City aimed for
an audience of listeners in the United States and used government legislatiorshier@sd
gender-specific programming to fight for this audience; in northerndderntrepreneurs

established stations along the border during the 1930s and 1940s to carry out the sawe objecti

66 Renfro Cole Norris, “A History ofa Hora Nacional’ 26-27.
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Chapter IlI

Creating Listeners though the Air: Mexican Border Radio Entrepreneurs and their
Overseas Audience, 1930-1950

“Today, through the radio my voice can reach all the people in the United Statedbdrom
Embassy office. One hundred years ago communication between the North Araaddhe
Mexican capital took more than one month. Today the two countries are literalipfece.”

-U.S. Ambassador to Mexico, Dwight W. Morrow, 19]30.

During the first half of the twentieth century, radio stations in Mexited®n a faithful
listening audience across the United States. In the 1930s and 1940s, devout listeners from
California, Arizona, Texas, New York and New Jersey stayed awakd latghaor rose in the
early morning when signals could be easily intercepted and tuned in to Mexicartatditss
In San Antonio, this audience included Mexican immigrants like Mr. Martinez who was

determined to hear Mexican music and “used to get up about three o’clock in the morning and

. . 2 ..
make some coffee, smoke cigarettes and listen to...the radio.”

By the 1930s, Mexican stations along the U.S.-Mexico border, like XEP of Ciudad
Juéarez, Chihuahua, had established “a permanent spiritual connection with thenslestioa
either live or are traveling through the U.S. South” and worked with the Mexicamgus1etr to

carry out their marketing plans, which included reaching the Mexican immigndnt.S. born

! La Prensa SeptembeR7, 1930, p. 3, 10.

2 Chris Strachwitz, and James Nicolopuliogdia Mendoza: A Family Autobiograplifouston:
Arte Publico Press, 1993), 76-78.
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population in the United StatgsArchival records from th8ecretaria de Comunicaciones y
Obras Publicagthe Ministry of Communications and Public Works), or SCOP, the government
institution responsible for mass communications operations, reveal the intent aratiorot
entrepreneurs had in building radio stations along the Mexican border with thd Btates.
Correspondence between SCOP offices and XEXP of Matamoros, Tamaulipas, fpleexam
indicates the need some stations had to be “heard priraieihde el Bravdgon the other side of
the Rio Grandejas there is a great number of Mexicans who are anxious to hear the voice of

their Patria [Motherland] but because of the distance and interference from the American

stations, cannot find itl.l”

This chapter describes the establishment of radio stations in the Mexiesno$tat
Chihuahua, Tamaulipas, Nuevo Ledn and the Baja California territories by batider ra
entrepreneurs during the 1930s and 1940s. First, it shows how mass media legislation helped
their stations by protecting them from foreign influence and allowing thenivirtese in both
Spanish and English and, second, it explains how owners prospered because their stations gre
at the same time that the Northwestern and Northeastern regions of Mex&beaing
integrated into the national economy. In the 1930s and 1940s border radio station owners were
successful entrepreneurs by creating business plans and strategatetieat to the Mexican

population living in the United States.

The Mexican radio industry expanded in the late 1920s and early 1930s thanks to the

3 Radiolandia April 22, 1943,

4 Archivo General de la Nacion, Fondo: Secretaria de Comunicaciones y ObraadPublic
(hereafter AGN, SCOP) Expediente 22/131.6 (721.1)/14.
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influence of a number of people in the private sector including engineers, inyargalthy
entrepreneurs and businessmen. These men were members of the generatiorevai@gam
during the Mexican Revolution (1910-1920) and whose lives were transformed byitaecdrr
electricity, modern equipment and technology such as the telegraph, telephone, aesomobi

airplanes and, of course, radio. They were also part of a growing entreaeclass in

. . " 5 . .
Mexico, one which, some argue, had an apolitical stanikceradio broadcasting, these
businessmen were not part of the intellectual class of Mexico; insteadotienterest in the

new industry out of curiosity or because of the financial profits that could 8e though radio.

These men were entrepreneurs like Fernando Parra Brisefio, who requested in 1935 that
SCOP assign him one of the unoccupied frequency channels in Mexico so that he could build a
radio station in Tijuana to “be heard among the population in Southern California, where

millions of Mexicans exist.6’

By the 1940s this group of entrepreneurs also included women
like Rosa de Muzquiz, who desired to build a 750 watt commercial radio station in the city of
Matamoros, Tamaulipas during the 1930s. Muzquiz pleaded with the government in Mexico

City that her station be “declared ‘Regional Station,’ since it intends to devéanks of the

> There were some businessmen, who did not have direct political affiliation, andrednm

the privately funded cultural industries. This is a trend that goes back to the mid-24820s a
1930, when, as radio was being introduced in Mexico, a number of radio stations appeared
alongside newspapers lilg Heraldo de México, El UniversahdExcélsior. See, Angel

Miquel, “Dos efimeras empresas de los afios veinte: el peribtioindoy su estacion de
radio.” in Maria del Carmen Collado, eMliradas recurrentes I. La ciudad de México en los
siglos XIX y XX(México, DF: Instituto Mora, 2004), 468.

® AGN, SCOP, Expediente 22/131.6(722)/23.2.
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Rio Bravo covering approximately 100 kilometers, with day and night servicess’they
established their stations, Briseiilo and other entrepreneurs invested in radichiagipgr
equipment from the United States, transporting it to Mexico and selling “at torbusinesses

in the United States, many of which were owned by Mexican immigrants or UrSMieaicans.

In the following decades, radio broadcasting development was dictated bygbe cl
relationship between Mexican entrepreneurs, transnational capital andxivaisgate’s efforts
to regulate communications and promote economic development. Both the government and
border radio entrepreneurs took into consideration the impact that the estimatetione mi

citizens who migrated to the United States during the first three decadiestaentieth century

. . . . 8 .
had upon the nation’s economic, political and cultural climakdexican entrepreneurs,
however, stand at the center of this process, dictating the path radio needed th pemeag

foreign finance and technology to flow into Mexico and ensuring that the government did not

underwrite their authorit?/.
Radio Broadcasting to the United States

Radio broadcasts from Mexico to the United States after the late 1920s were

" AGN, SCOP, Expediente 22/131.6 (721.1)/12.

8 The literature on the migration of Mexicans to the United States is exte@ve look at the
Chicano Studies perspective on the factors contributing to this exodus see, Dougiag, Mon
Rebirth: Mexican Los Angeles from the Great Migration to the Great Depre&sokeley and
Los Angeles: University of California Press, 1999); David G. Gutiéw&gls and Mirrors:
Mexican Americans, Mexican Immigrants and the Politics of Ethr{iBéykeley and Los
Angeles: University of California Press, 1995).

o John Sinclair, “Dependent development and broadcasting: ‘the Mexican forniigalia,
Culture and Societyol. 8 (1986): 99.
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separated into three categories: trans-border programming, transnatiodebbt®and
international broadcasts. Trans-border programming was the practicgeyoigaut

radio broadcasts especially for Mexican audiences by radio stations aldogeotocthe
U.S.-Mexico border, whereas transnational broadcasts were those argindexico

from high-powered or short-wave radio stations, thus having enough power to be heard in
the United States. Transnational broadcasts were commonplace until the 1940s when
international legislation limited the act of sending signals acrossatienal borders by

the use of high-powered stations. International broadcasts, finally, wefeslgsent and
usually accompanied an important public or political event, such as “Pan-America

Day,” on April 14, 1931 when Mexico celebrated the establishment of the Pan-Americ
Union and coordinated with the governments of the United States and other countries in

the Caribbean to re-transmit a program with a special radio messages bxitenMe

President, Pascual Ortiz Rut%%.

By the mid 1930s, radio transmissions from Mexico to the United States also came from

so called “border blasters,” a term popularized by Gene Fowler and Bj\lrfmdall “Border
Radio,” is a blanket term used to describe powerful and influential U.S. rademstaét up in
Northern Mexico between the 1930s and the 193b&se stations disregarded the restrictions
set in place by the Federal Communications Commission (FCC), attainedspennaisd

licensing from the Mexican government, and established single-station ketwoose

10 Excélsior April 15, 1931.

1 Gene Fowler and Bill Crawfor@order Radio: Quacks, yodelers, pitchmen, psychics, and
other amazing broadcasters of the American airwg@#estin: Texas Monthly Press, 1987).
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extraordinary power allowed their programs to be heard all over the Unitesl.]gtate

Border Entrepreneurs and the Law

Among the long list of changes to the political and social structure of Mexico, the
Mexican Revolution also produced a stable entrepreneurial class. In the raditjndes like
Carlos Kennedy, who was “fanatic for everything related to radio,” corliver enthusiasm

with basic capitalist principles and believed that private enterprise wasshway to achieve

economic succeslsﬁ Along the U.S.-Mexico border, this progress came about thanks to laws
created by the Mexican government allowing radio station owners to fulfill #asrd Mexican
audiences in the United States. An analysis of mass media legislation dul9@theveals a

look at the way border radio entrepreneurs worked with the government to advance their own
marketing structures, which included the needs and interests of Mexicanslvoayl.

Legislation passed in 1926, 1931, 1933 and 1936, in particular, gave entrepreneurs the chance to
build stations, and assisted in the expansion of commercial radio during the ficdtthal

twentieth century.

In 1926, before the first mass media law was established in Mexico, the Rreside
Alvaro Obregdn, and the Minister of Communications and Public Works, signed a

contract establishing the parameters of radio broadcasting. In this agreemast

12 For more on the topic of “Border Radio” see, Gene Fowler and Bill CravBorder Radio
José Luis Ortiz Garz&Jna radio entre dos reinos: la increible historia de la radiodifusora
mexicana mas potente del mundo de los afio@VBéxico: DF: Javier Vergara, 1997); Roberto
Avant-Mier, “Heard it on the X: border radio as public discourse and the Lating/legac
popular music” in Michael C. Keith, edRadio Cultures: the Sound Medium in American Life
(New York: Peter Lang, 2008), 47-64.

13 AGN, SCOP, Expediente 22/131.6(722)/5
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mentioned that in order to acquire a permit for a new or existing station theaapplic

needed to prove to be Mexican born or a naturalized citizen, noting that “without this

. L 14 .
requirement a permit will not be granted.” Thus, the intent of the government was to
build a national industry run by Mexican citizens, using Mexican equipment and without

foreign influence.

In Mexico City, where a large portion of the radio stations were located, this
stipulation was less problematic; however, along the U.S.-Mexico bordenfergiat
time, were stuck in frustrating and disadvantageous positions. For instance, in 1932,
Norm Baker, a United States entrepreneur from lowa, invested a quaterilbon
dollars building a 150,000 watt radio station in the border town of Nuevo Laredo,
Mexico. The following year, on August 14, 1933, Baker wrote a letter to the Minister of
Communications and Public Works in Mexico City requesting permission to take a
telephone wire from his station, XENT, across the U.S.-Mexico border and iraadin

programs from a studio in Laredo, Texas, less than two miles away.

“Remote control” broadcasts, as this form of transmissions were called, lhmad bee
taking place in Mexico since 1923 but in accordance with a 1931 law, remote control
transmissions could not take place in foreign soil. Nevertheless, Baker arguwsel that
should be allowed to take the cable across the border because his station would provide
for the Mexican government a valuable line of communication that would ultynatel
promote tourism to Mexico. Additionally, Baker confessed that there werewlrea

stations in the border cities of Villa Acufia and Piedras Negras that weeiogdry

% bid.
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remote control from studios in the United States. There was even “a snial’stat

Nuevo Laredo, he admitted, that had been operating from a hotel in Laredo,lﬁ'exas.

Baker’s insistence, both to broadcast in the United States and his ferventalesire t
cooperate with the Mexican government, placed him within a small group of U.S.
businessmen in Mexico during the twentieth century. Since 1931, when his own radio
station in Muscatine, lowa was banned by the FCC, Baker was determiney tioedef
U.S. government and build the most powerful and popular commercial station in North
America. On several occasions he requested to increase the power of his station to
750,000 watts in order to surpass all existing stations in the continent. Yet unlike other
“border blasters,” he extended his services to Mexico by offering freenairtdi the
Ministries of Education and Foreign Relations and even considered himself aielode f

of Mexican President Plutarco Elias Calles, whom he had met in 1926.

Nevertheless, the law passed by the Mexican government and Baker’s narrow
vision of “border radio,” one that considered using transmissions only to contachEnglis
language listeners, prevented him from carrying out his plan. To him, statiatedioc
along the U.S.-Mexico border would be effective only if they offered ten tefifte
minute English or Spanish-language programs, not translated transmid3akes,
however, failed to consider the one million Mexicans who migrated to the Unitied Sta
during the first three decades of the twentieth century, most of whom had aisger e
national Mexican music. His myopia thus failed to take into account the cultural and

transnational dimension of radio broadcasting.

15 AGN, SCOP, Expediente 22/131.6 (721.1)/17.
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By 1931, the government signed they de Vias Generales de Comunicac#n
mass media legislation clearly defining the parameters of all masawaations
operations in Mexico. Even though radio stations in Nuevo Laredo or Tijuana were far
away from the capital city, SCOP ensured stations were monitored ogee layy
government assessors. In their reports, SCOP inspectors wrote informatiernoanc
the daily programming and extra-curricular activity of radio stations.instaince, in
October 1931 the assessor of station XER of Villa Acuna, Coahuila wrote: “I have

carefully observed the services of said station...all of their English announseamnent

. . . . . . 16 ...

first read in Spanish, and in all of their concerts they play national musitHis
effective monitoring can be interpreted either as a success in the poWwestdte to
control its Ministries or in the concern it had over the information that was comargli

out of the country through the ether.

Commercial radio was not a profitable business until the late 1930s thanks to exyvertis
which allowed border radio entrepreneurs the ability to reach the Spanish-gdeakign
audience by selling air time to U.S. advertising companies. In a law pask@8B, the
government made room for bilingual advertising agencies in all commeadialoperations.
Article 26 of the legislation deemed that transmissions had to be in Spanish. Actoritiag
decree “the official language is Spanish, all commercial oral trasgmsgsneed to use it...When
this type of transmissions desire to be made in a language other than Spanish, aothigriza
needed from the Ministry.” However, the law noted that if the broadcasts saedy”

commercial announcements” they were allowed to be translated, only ingfisltEmessage

16AGN, SCOP, Expediente 525/16 Datos sobre la estacion de Villa Acuna, Coah. Octubre
1931. Sin nombre.
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. 17 . .
followed the Spanish one. Three years later, when the regulation was amended, it stated that

. L . . . 18
stations could only advertise in foreign languages for 50% of their total daiigneli

The consumers across the United States border were distinctly Mexidan, a
Mexican entrepreneurs in border stations patronized businesses in the Unéed Stat
headed by fellow Mexican citizens or second-generation U.S. born Mexicansn Stat
XEAW of Reynosa, Tamaulipas, for instance, broadcast a program under thewulioécti
Arnaldo Ramirez, a McAllen native who formed an ad agency in the beginning of World
War Il with his boss at a local furniture store. Once a day during the 1930seRami
crossed the Texas border to host his program in the Reynosa studios. The program

gained wide popularity and was on air for four hours a day in the late 1930s; allowing the

owners of XEAW to amass large profit by leasing blocks of air iLlsr)ne.

Advertising for businesses in the United States allowed commercial ratibmsta
to make considerable profits. At times, they also led to competition between stati
owners and protests by the local community along the border. In 1935, for instance,
Leopoldo Allende, a radio announcer from Ciudad Juarez, Chihuahua, set out to launch a
new station in the city that would play records and broadcast live radio proigoams
local cabarets. The Spanish-language press in San Antonio, Texas, which cowsred ne

and events along the border, noted that it was not necessary for Ciudad Juarez to have a

17 Diario Oficial, 8 de Julio 1933. “Ley de Impuestos a las estaciones radiodifusoras.”

18 .. . .. - . . L
Diario Oficial, 30 de diciembre 1936. “Reglamento de las estaciones radioeléctricas
comerciales, culturales y de aficionados.”

19 Gene Fowler and Bill Crawford@order Radip 219.
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third radio station and criticized radio owners and businessmen, claiming thaaféhe

concerned with getting ahead whichever way possible as long as theykarg maney

through advertising.zp In response, residents of the border city made plans to address

the Ministry of Communications and Public Works headquarters in Mexico City, asking
that they assign the same frequency to all local stations so that they woutd tekes

turns in their transmissions, as opposed to taking up all the room on the radio spectrum.

Many times, U.S. born Mexican business owners took advantage of being able to
broadcast in both English and Spanish by paying only for Spanish-languagesaitrtim
1944 in a trimester report for XEFV of Ciudad Juarez, for example, only one of the
twelve South Texas businesses includingnklin’s Tienda de Ropa, Las Nortefias
Abarrotes, Teatro ColoMyrtle Auto Wrecking, Co., Bustamante Garage, La Prisiense,
Jesus Herrera Garage, Bob’s Shop for Man, Academia Munoz, Layva’'s GatdgaaFr
Helguera and Clark’s Tienda de Ropa, paid for Spanish and English-language

advertisements. The other stations averaged between ten to fifteen minutésef a

per day?l

By the late 1930s, as commercial radio was becoming more profitable, stations
across the Northeast and Northwest were required to list all of the agivienits from
foreign businesses in their quarterly reports. Advertisements weraldathie success
of stations and allowed some of them to broadcast almost 24 hours a day. By 1943, for

example, one station boasted that for four consecutive years it had been tiragsmitt

20 La PrensaJanuary 18, 1935, p. 5.

L AGN, SCOP, Expediente 22/131.6 (721.4)/1.
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sixteen hours a day with paid advertiseme2r12tsSCOP files in Mexico City,

furthermore, contain evidence indicating business ads from cities across tix Uni
States. For instance, Rosario Beach station XERB received advertising finome
Mercury Insurance Company of San Antonio, Everlasting Baby Shoes Co. of Topeka,

Camera Man and American Schools of Chicago, Nacor State Life Building of

Indianapolis, and The American Paultry Journal of New York City, among oZt%eTbe
laws passed favored Mexican entrepreneurs like Carlos de la Sierra, ovanBjuaina
station who noted that “the only way to exist as a commercial station is through Los
Angeles, Cal. With more than one million inhabitants this city is practicalljotiz

point of all business in the western region of the United States...in order faoa ttat

. - . . . . 24
survive, it is essential that it obtain advertisements from that city.”

Hence, in the 1930s, while Baker and other U.S. entrepreneurs set their sights on
using high-powered radio stations in Mexico to circumvent U.S. law, Mexican border
radio owners prospered by working with the Mexican mass media legisldtion w
demanded that they play Mexican national music, coveted by their audience caiMexic
immigrants in the United States and also by allowing them to sell advestise to U.S.
businesses. The laws passed during the 1930s, then, allowed border stations to not only

to sell music and advertising, but also to create consumers.

22 Radiolandia March20, 1943, p. 9.

23 AGN, SCOP, Expediente 22/131.6(722)/8.

24 AGN, SCOP, Expediente 22/131.6(722)/22.
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Building Northern Mexico

With the law on their side, Mexican radio entrepreneurs set about building stations along
the border during the 1930s and 1940s. The most profound growth of the northern border was
the direct result of the attention given to the area by post-revolutionary aulatiorss, in
particular by President Lazaro Cardenas (1934-1940). The border, a uniqud pladeaage,
distribution, adjacency and confluence, expanded during this time and created a diktiradt c
space. By transmitting live or recorded music along with commercialdegican ethnic
businesses from California to Chicago, border radio stations provided enteriairesed on
norteflomusic, nationalist culture and immigrant experiences. In the 1930s and 1940s these
Mexican stations, in fact, introduced the U.S. born Mexican generation to Tejgaessike

Lydia Mendoza and Mexican immigrant composers and radio announcers like Pedro leZGonza

Simultaneously, the border also put a strain on the operations of border radio stations and
improvisation became common in radio station programming during the 1930s and 1940s. At
the time, limited distribution of U.S. labels in Latin America led some statemagers to cross
the border, purchase Spanish-language records by Vocalion, Blue Bird, RCA oabétey |
return to their studios in Mexico, and play them on the air. Oftentimes, during adagchst,
radio announcers of stations like XENT of Villa Acuiia, Coahuila, would ask “Lydia Mendoz

which song are you going to sing?” and then proceed to play a record by the ledédexiaan

folk singer.25

The growth of border radio stations like XENT also coincided with the integration of the

Northwest and the Northeast into the national economy, a second process iec¢haryraf

25 Chris Strachwitz and James Nicolopulbgdia Mendozal29-131.
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radio development in Mexico that aided the marketing plans of border radio entrepreneurs.
During the Mexican Revolution, industrial, economic and agricultural labor prospetesiinhSg.
Southwest, propelling migration from central and northern Mexico. The Southwest was a
attractive region to Mexican agricultural workers who were lured to dnedsarder by higher
wages, greater opportunities to prosper and, in some instances, to escape the hgkrborblyu

violence and bloodshed of the political and religious events affecting the nation.

In the United States, the infrastructure, economy and population of states lioenGali
Arizona and Texas expanded rapidly during the 1920s thanks to cheap labor and an unlimited
supply of workers. But by the end of the decade, the world-wide economic aesiedithe
federal government to restrict the entry of groups of foreigners, which inclueeidans. In
turn, many who were either prohibited from crossing the border or failed to do soednmathe
region, separating the two nations and immediately straining the limitecdhagsources-mostly

water-and social services.

In Northern Mexico, economic growth was stimulated by agricultural, miuialy
railroad construction which transformed unpopulated territories into important
commercial sites by the mid-nineteenth century. However, Northern bagdistinct
regional characteristics and cannot be conceived as one area, given that istiitbéVe
region was desolate and home to only a handful of urban centers by the 1920s, while in

the Central North and the Northeast, cities in the states of Chihuahua, Tamaulipas and

. . . . . 26 .
Nuevo Ledn were established in the eighteenth and nineteenth Cen?urles.

26 See, Thomas Benjamin and William McNellie, e@her Mexicos: Essays on Regional
Mexican History, 1876-191(Albuquerque: University of New Mexico Press, 1984) and Andrew
Grant Wood, edOn the Border: Society and Culture Between the United States and Mexico
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The rate of development in this area was slow, however, and by the mid-
nineteenth century there was a stark visible difference between thedutBw8st and
northern Mexico: the former was integrated into the national economy as an up and
coming region and the latter scarcely connected to the rest of the nation. Adlesssc

argue, forced the local population to adopt the ways of life, commerce and consumption

practices of the United Stat%7s.

Attempts by the Mexican government to spur growth along the border directly
affected the growth of the radio industry, mostly clearly seen in the comeerbgetween
the government’s cultural educational programs and radio. Radio broadcasting, next to
aviation and the telephone, were symbols of the potential in Mexico’s technolagital
educational fields. In 1931, the ruling political party in Mexico,Rhaetido Nacional
RevolucionarigNational Revolutionary Party), or PNR, implemented a program
including agrarian reform, nationalism programs, anticlericalism andlsb@ducation.
With the help of radio, the project to jumpstart the educational system yieldedlfba/or

results. This was, according to Alan Knight, an “education that would impart 8cienti

. . : . . .28 .
knowledge, practical skills, class consciousness, and international solléanty.”

During the first three decades of the twentieth century, in the Unitesk Siet

(Landham: Roman and Littlefield, 2003).

27 .. . . L

Eliseo Mendoza Berrueto, “Historia de los programas federales paragbtleseconémico
de la frontera norte” in Ojeda, Mario, edigministracion del desarrollo de la frontera norte
(México, DF: El Colegio de México, 1982), 39-84.

28 Alan Knight, “Popular Culture and the Revolutionary State in Mexico, 1910-194@,”
Hispanic American Historical Reviewd: 3 (Aug, 1994): 419.
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combining forces of repatriation and migration resulted in an increase in the number of
inhabitants along the U.S.-Mexico border. The arrival of families to the areatpaiha s

on existing resources ranging from public services to schools. Accordingistcstdor

the 1935 school year, for example, more than 2,000 children, from six to twelve years of

age, were unable to enroll in public schools in the state of Chihuahua.

Schools were important for the post-revolutionary cultural project because
primary education was a cornerstone of the government’s political and culissam
In response, the government, through the Ministry of Public Education, or SEP,
sponsored a number of education projects in the northern states. As in previous decades,
they used education to advance nationalism and hoped that through proper schooling,
parents would avoid migrating to the United States and hold fast to their national heritage
and culture. The collaboration between the State and the SEP led teachtees like
regional director of Chihuahua to request for the SEP to construct “four new modern

schools in order to lift the regional and cultural prestige of this region, which adly h

: . . . 29
cantinas and cabarets to show tourists until a short while ago.”

To the government, building schools in the northern territories served two
purposes: educate the population and deter families from crossing the bordeiodnd enr
their children in schools in the United States. Political leaders, who stood behind the
SEP’s projects, joined the cause in building schools to stop emigration into the United
States. In his annual address to Congress on September 1, 1931, President Pascual Ort

Rubio declared that “six new secondary schools were created, one in the southern

29 La PrensaAugust 5, 1935, p. 2.
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territory of Baja California and the others in the principal cities in thénrafrthe
country. With this measure we hope to decrease the emigration of young men and

women who previously had to end their studies or continue them in nearby populations,

in the United States?.’p

During the 1920s, radio corresponded with the post-revolutionary government’s
project because it signified that technological modernity had arrived inchle®adio,
additionally, also converged with education because it came from scienceieaificsc
thought was a fundamental part of socialist education. Knight notes “Socialiatieduc
whose very objective was the inculcation of a rational and exact concept of the universe

and social life- involved talks expounding, for example, the ‘scientific explanation of

. e . 31 : : : .
miracles’ or the scientific basis of natural phenomenaAnd while radio stations did
not directly contribute to the construction of new schools, they disseminated important

information about education and were influential in the development of the region.
Radio along the Northeastern Border

Following the Revolution, the government sponsored an irrigation system which
facilitated agricultural development in the areas below the Rio Grande. Con$gquent
from the late 1930s through the 1960s the states of Tamaulipas, Nuevo Leén and
Coahuila reaped the benefits of a so-called “cotton boom.” Water, a prirastpa ih

determining the location of economic activities, was an integral componens of thi

30 Presidentes Ante la Nacion: Informes, Manifiestos y Documentos de 1821-&®6 I11.

“El. Ing. Pascual Ortiz Rubio, al abrir las sesiones ordinarias el Congtd$aje septiembre de
1931, p. 1077.

31 Alan Knight, “Popular Culture and the Revolutionary State in Mexico, 1910-1940,” 419.

107



expansion. Under Cérdenas, the government offgrgdland that wagnmontada

(thickly covered), and turned over to be cultivated for cotton and other crops.

Large scale redistribution affected the states of Coahuila, Sonora anddhe Baj
California territory and in 1935, over 181,000 people worked in communal agriculture

throughout northern Mexico. Two years later, the Cardenas administratiobudesri

3 . .
almost 25,000 hectares of land to peasant famlﬁe@overnment investment in the area
led directly to migration from the interior of the country to the state of Tapzsuvhere

men worked as day laborers, seasonal agricultural workers, or to tried to landaatcontr

. 33
asBracerosin the pre and post-World War 1l era.

A substantial number of commercial stations appeared during the ‘30s and ‘40salong t
Northeastern half of the U.S.-Mexico border. Since the nineteenth centuryeakirMexico
included markets oriented towards consumers in the United States in largenditie states of
Chihuahua and Nuevo Leodn, such as Ciudad Juarez and Monterrey. In the 1930s, after the onset
of new communications technology such as commercial radio, tourists, techracidns
entertainers settled in the towns along the Rio Grande and brought permanent chtéreges t
local economies. The quick rate at which mass communication technology glitesitike
Ciudad Juarez, Chihuahua, for instance, allowed the state to be the driving force behind

commercial activity and a regional nucleus in the radio industry by the 1940s.

32 David E. Lorey,The U.S.-Mexican Border in the Twentieth Century: A History of Economic
and Social TransformatiorfWilmington, Delaware: Scholarly Resources, 1989}31.

33 Francisco Ramos Aguirreps Alegres de Teran Vida y Cancioffgkexico, DF: Consejo
Nacional Para la Cultura y las Artes, 2003), 67.
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The arrival of stations in the Northeast was also on par with the advent of
commercial radio stations nation-wide. In 1931, the same year that Mexit® City
legendary station, XEW]a Voz de América Latina desde Méxic@T’"he Voice of Latin
America from Mexico) was founded, two stations, XET of Monterrey and XEJ of €iuda
Juérez, also went on the air for the first time. These two states, Nuevo Ledn and

Chihuahua, were also home to pioneers in Mexican radio broadcasting.

Chihuahua was home to one of the first stations to extend its transmissions across
the Mexican border with the United States. After their inaugural transmigg night

of December 14, 1923, station XICE, owned and operated by the state government

. . - 4 :
broadcast concerts, instructive lectures, conferences and b|||ngua1Q’ névirg station
was permitted to air the broadcasts in Spanish and in English because at the time
Mexican government had not enacted mass media legislation concerning thetpesa

and use of commercial radio.

Unknowingly, the state of Chihuahua spearheaded a practice that would continue
until the end of the century. In fact, oftentimes employers sought bilingual bstadc
when they realized these men and women had an easier time pronouncing English-
language ads over the air during commercial breaks. Jesus Soltero Lozagapancer
known asEl Gallito Madrugador(The Early Rooster), for instance, worked in station
XELO of Chihuahua during the 1940s and confessed he had gotten his job because he
was bilingual. Lozoya learned to speak English in the early 1920s when he moved to Los

Angeles with his family to work in the agricultural fields. By 1927 his familyrretd to

34 El Universal Decembed3, 1923.
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Chihuahua, but he continued to be influenced by U.S. culture, especially sports. After his
dream of becoming a professional baseball player in the United Statebhati@sed by
an injury, he approached the owner of XELO and asked for a job as a sports broadcaster
in the station. The owner willingly accepted the proposition and the careeGatlito

Madrugador,one of Chihuahua’s legendary sports announcers, was born.

Dozens of other bilingual broadcasters like Lozoya contributed to the prosperity
of border stations in the first half of the twentieth century. Not only did they mave a
easier time pronouncing names, calling plays or reading commercials, Yout the
established a relationship with Mexicans who had lived in the United States since the
early decades of the twentieth century by incorporating slangs and poptuae cul
references their audiences could relate to. Lozoya was proud that XELChwas “t
teacher of the air for thousands of compatriots living in the United States” who

maintained unified thanks to Spanish language transmissions and Mexican nugsic asi

from offering a regional multi-lingual programmir%g. Since the early 1920s, the radio
industry counted on other regional nuclei other than Mexico City such as the North and
the South, each of which had a peculiar relation with the political center (i.e.dViexic

City). Thus, depending on their location, as Fernandez Christlieb contends, radio

: : : . 36 .
businessmen and broadcasters used strategic language in their programming.

Radio entrepreneurs along the border coveted Mexican audiences on both sides of

= Marcos Aldana Aguirrekl gallito madrugador: la vida de Jesus Soltero Loz{yéxico:
Ciudad Juarez, 2001), 95.

36 Fatima Fernandez Christlieba Radio Mexicana: Centro Y Regior(@eéxico, DF: J. Pablos
Editor, 1991), 13, 19.
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the U.S.-Mexico border. On some occasions, stations in Mexico fought with English-
language stations in the United States over the Spanish-speaking Maxiioamce. In

the 1930s, station XEJ of Ciudad Juérez, battled with two stations in El Paso over control
of the airwaves spanning across the two neighboring cities. In the fall ofl#930 t

stations on the U.S. side of the border claimed they had lost a large number of their
Spanish and English-language audience due to the “Mexican characteokXEs)’'s
programs. This allegation, which was followed by a threat, led the manager of the

Ciudad Juarez station to plead with the Minister of SCOP in Mexico City to inteovene

. . . . .3
his behalf so that he could continue to broadcast to the Mexican population in %’exas.
In the following decades, similar series of events took place in other locatimss the
region where the political border, or the Rio Grande, stood between a U.S. and a Mexican

city.

Tamaulipas was another Northeastern state where commerciaistaiaished
in noteworthy numbers. As in Chihuahua, impresarios in Tamaulipas launched stations
with the intention of having markets in Mexico and across the U.S.-Mexico border.
Radio stations, at times, had established a relationship with Mexican iamtnigr
communities in the United States. During the 1940s, for example, business owners in
Pearsall, Texas, an agricultural community one hundred miles north of Nuevo Lraredo i
the South Texas Valley, sponsored a live radio program on Friday nights over station
XEDF of Nuevo Laredo, Tamaulipas. “The Radio Hour of Pearsall, Texas,” as it wa

called, featured performances by piano and guitar players, notable sReeckerarios

37 AGN, SCOP, Expediente 525/21.
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and touring groups from Mexico City likeos Tres Vaquerodhe Three Cowboys), who

offered a live concert during the inaugural show in the spring of 1%39.

Music is the one of the principal features of radio programming, and, after
advertising, was one of the strategies used by border radio entreprenewgsato lur
audience. Nationalism, by means of popular and traditional music and songs, became an
important feature of all radio broadcasting during the ‘30s and the northern sthdions

their part in guaranteeing that Mexican citizens, no matter their locatoaridwot be

without Mexican musig,9 Thebolerosandcanciones rancherasf the 1930s were
implemented in the programming because they appealed to first-generatioamexic

immigrants who were familiar with these sounds and relished the opportunity to tune in

their radios and hear familiar songs from their childhood or4|c§)ast.

Implementing music generated favorable results and Mexicans in both ceuntrie
displayed enthusiasm for music. For example, in September of 1935, station XEFE
hosted a singing contest which was included in the Independence Day fesiiities
city. In the stipulations for the event, the station noted that the prize money, $50 in cash,
was to be given to the contestant who sang the best traditional Mexican song, and that

contestants could be from either of the two “Laredos”: Nuevo Laredo, Tamaulipas or

38 La PrensaDecember 41939, p. 5.

39 AGN, SCOP, Expediente 22/131.6 (721.1)/15.

40 La PrensaJanuary 8, 1940, p. 8
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41
Laredo, Texas.

Being one of the first stations to build its towers on the banks of the Rio Grande,
XEFE was a respected and truly transnational station. In the followindeje¢ba
station continued to be noted for its transmission of popular and folkloric music and
proudly announced that their listening audience was in both Tamaulipas and South Texas.

In 1943 it transmitted a special “patriotic” musical program featuring krtists titled

“México de la Frontera”(Mexico of the Borderi‘.2 By the following year, station owner

and manager, Rafael Tijerina Carranza boasted of having this national andiortatnat

. ) 4
audience “practically controlled.’?'

During the cotton boom hundreds of people from central Mexico migrated to the cities of
Reynosa and Matamoros, in particular. Among the newly arrived wereiagghtvlexican
citizens from the United States and young adults, mostly men, who saw thh gfdiag cities
and the convergence of people in new locations as a possibility to begin a new teresra
whichever came first. In particular, the emergence of a substantial nafrdimenmercial radio
stations in the Northeast and Northwasting the 1930drew young men and women from rural
areas with dreams of bright careers or becoming big stars. Within thjs\geve a number of
musicians who played the guitar or accordion for the exhausted laborersamtimasat night.

Eugenio Abrego, one of the memberd.o§ Alegres de Teraand forerunner afiortefiamusic

4 La PrensaSeptember 11, 1935, p. 5.
42 . .
Radiolandia March20,1943 p. 9.

43 Radiolandia September 22, 1944.
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moved to the border city of Reynosa, Tamaulipas at the age of seventeen. He ovistelid
luck as an accordion player at thalon Chapultepeloefore landing a job at a local radio station.

Abrego, who had grown up listening to radio, attending weekly dances and watchirgthe tr

. . . 44
pass by, realized that radio was one of the avenues for becoming a star.

Musical groups responded to the economic boom of the region by moving closer
to the cities along the border and relied on radio to diffuse their music and famitree
public with their sound. The trajectory followed by musical groups from Northeast
Mexico, likeLos Alegres de Terafgr instance, highlights the interplay between the
results of government projects, commercial radio stations and internatdral r
listeners. The duet,os Alegres de Terapjoneers in th@ortefiogenre, was comprised
of Eugenio Abrego and Tomas Ortimth from the state of Tamaulipas. Their career
began in the 1940s when the guitar and accordion player moved to Reynosa to sing and
perform in cabarets and radio stations. Their music, facilitated by radmnstatong the

border, brought social unity and gave life to the migratory patterns of Mexitans

Northeastern Mexico for decadAé%.Radio station entrepreneurs in Northeast Mexico,
then, employed a wide range of broadcasters who used their background to appeal to
Mexican audiences in Mexico and the United States. Additionally, with the help of

music, these stations were able to reach listeners eager to hear Mexigan mus

In other parts of Mexico, teenagers left the rural pueblos and headed to theloitig

a4 Francisco Ramos Aguirreps Alegres de Teran Vida y Cancion@ééxico, DF: Consejo
Nacional Para la Cultura y las Artes, 2003).

4 bid, 67.

114



the U.S.-Mexico border. In particular, the emergence of a substantial numbemoéah

radio stations in the Northeast and Northwksing the 1930drew young men and women
from rural areas with dreams of bright careers or becoming big starsni&ddgeego, one of

the members dfos Alegres de Teraand forerunner afiortefiamusic moved to the border city
of Reynosa, Tamaulipas at the age of seventeen. He wanted to test his luck asdegnacc
player at theSalon Chapultepepefore landing a job at a local radio station. Abrego, who had

grown up listening to radio, attending weekly dances and watching the train pesslizgd that

. . 46
radio was one of the avenues for becoming a star.
Radio in Northwest Mexico

In the Northwest, Mexican entrepreneurs also targeted fellow compatridts ohS.
side of the border, especially in Southern California, and built stations to catar totisaimer
interests. The integration of the Baja California peninsula into the natiamrarey took place

decades later than in the Northeast. What is t8@gg California Nortewas not an official state

of Mexico until January of 195%7. Since the late nineteenth century the region was home to a
strong itinerant market that included ranchers, investors, miners and railbvdegtsy In the

1930s when the commercial radio industry was booming, the government authorized individuals

4 bid.

47 The State in the southern half of the penindBiéga California Surwas not incorporated into
the Mexican Republic until 1974. See, David E. Lofdyw U.S.-Mexican Border in the
Twentieth Century: A History of Economic and Social Transformafitmington, Delaware:
Scholarly Resources, 1999), 120.
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. . . .48
to own and establish stations in that territory.

In the spring of 1935, while stations in Ciudad Juarez and Reynosa were busy
broadcasting concerts and special programs sponsored by the Mexican business
community in Texas, in the western half of the border, President Lazaro Gérdena
announced the colonizati@i the Baja California territory. The factors that led to the
development of this area included reduced demographic density, relative distamce f
the production centers of the nation, a lack of paths of communication with the interior of
the country and insufficient local production of consumer needs; in general, an overall
lack in development. In 1939, four years after introducing the colonization plan,
Céardenas signed a decree establisAimggas LibregFree Zones) in the northern and
southern territories. The objective for creating these “Free Zonestonstimulate much

needed industrialization, instill social and economic growth in the region and tetegra

the economy of the Northwest with that of the rest of the ngﬁon.

The attention placed on strengthening the border was a small part of Cardenas’s
national economic and political program, which focused on land reform and eventually
led to the expropriation of millions of hectares and the creatiefidufs. The
government considered the development and fortification of the northern frontier a

critical step in thwarting U.S. expansionism from traveling south into Mexic

48 Rachel St. Johrine in the Sand: A History of the Western U.S.-Mexico BdRi@nceton:
Princeton University Press, 2011), 4.

49 Mario Ojeda, ed.ddministracion del desarrollo de la frontera norte (México, DF: El Colegio
de México, 1982), vii, 47-48.
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Since the mid-1920s, when alcohol distribution centers and recreational
establishments were founded during Prohibition (1920-1933), a strong U.S. presence had
been visible. The Great Depression brought a slump in the clientele of thesedassines
and the Mexican government, in turn, was hopeful that the local economy would be
fortified and that the businesses which proliferated with the backing of U.S.sdollar

would disappear.

Despite the plans of the government, attempts to spur large-scale economic
growth along the border were in vain. In fact, there was uneven and incomplete
development in the area until the 1960s when the Mexican government established the
Border Industrialization Program (BIP) in order to stimulate the manufagtséctor and

provide employment for workers. At that time, considerable industrializatiom vatja

the arrival ofmaquilasor maquiladorago the region5.O However, the investment in the
urbanization and industrial growth of the border attracted a handful of entreprethers
as in the Northeast, launched radio stations with the intention of accessing tharMexi
population in the United States. In the 1930s, as they catered to the Mexican market
overseas, Northwest border radio stations also took entertainment, news ahtkvalua
information to the Mexican people living in the Baja California territorytaha when

newspapers or even paved roads, were scarce.

In the Baja California peninsula, U.S. entrepreneurs were not able to build
powerful stations to reach the United States as they had done along the Rio Grande

Valley; in part, this was due to the difference in terrain of Texas and tla¢ Heaéns in

>0 David E. Lorey,The U.S.-Mexican Border in the Twentieth Century
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the East, and the Rocky Mountain states in the West. Overall, Mexican-owned border
stations prospered in this area as a result of two features unique to radio stahens i
Northwest: their closeness to the cultural and artistic production of Southefori@ali

and the interest given to the development of the region by U.S. entrepreneurs during

Prohibition who converted Baja into a “playground” for the Hollywood elite.

Radio stations in Baja California had one advantage over stations along the Rio
Grande during the ‘30s and ‘40s, their proximity to the bright lights and glamour of
Hollywood. In the 1920s, the restrictions created during Prohibition made Mexico and
the Caribbean attractive locations for U.S. pleasure seekers and entreprdoeurs
established night-clubs, restaurants and lavish resorts and lured visitors fremtirighe
state of California. In the Mexican northern border, U.S. businessmen financed
gambling, prostitution, horse racing, boxing, and other illicit activities. dgelaart of
this activity was concentrated in tAgua Caliente Hotel and Casimehich was located

outside of the Tijuana city limits and offered horse racing, golf, drinkingbyagnand

bathing in a modern s&&.

The opening and closing of thgua Caliente Hotel and Casinio fact, reflects
the close relationship between the government’s plans for industrializinggibe and
the establishment of the commercial radio industry in the Northwest. The o tier
time, Ricardo Vazquez de Lara, remarked that he desired for the station todomhear

states in the Pacific Northwest such as Washington, Oregon and even Canatks “Pla

>1 For more on the Agua Caliente resort see, Paul J. Vander@atai's Playground: Mobsters
and Movie Stars at America's Greatest Gaming R€Eartham: Duke University Press, 2010).
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that yield a greater number of tourists.” As early as 1931, the owners ofdim® Ca

realized the advantages that a radio station would offer them to advertisevibessof

the resort and constructed a new station, XEBC. During the 1930s, the station served an
important role for the casino and was used to announce sweepstake winners, horse race
results and at times even interviews from Hollywood actors. Even after t@mypor

closure in the ‘30s, it was deemed necessary for the station to remain open kiecause i
mission was in line with the economic recuperation plan by Cardenas for &#dariia.
According to Congressman Ramon V. Santoyo, “the operation of XEBC is consaaered
essential means of propaganda for the success of this new work plan.” Inledfect, t
government allowed the station to broadcast commercial propaganda, confenghces a

speeches in English with the stipulation that “the transmission is made irsl$pestj in

. . . . 2
a complete and accurate manner, and immediately after in a forelgla@@dau

In the late 1920s and early 1930s, as places likAga Calientavere gaining
popularity, Mexican entrepreneurs saw the benefits of building stationsgatethe
late night entertainment industries. Some, such as XEAE, which began broadecasting i
1932 with the slogan, “The Voice of the Californias,” changed their programming in
order to respond to the needs of their international audience. On July 16, 1933, owner
and manager Adolfo Labastida Jr. sent a telegram to the Ministry of Comtmumscand
Public Works office in Mexico City requesting permission to broadcast frorhriaga
clubs through the use of a portable short wave transmitter. “The commercial

establishments of Tijuana are composed primarily of cabarets or atiraetiters for

2 AGN, SCOP, Expediente 22/131.6 (722)/15.
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foreign tourists and they play music all day, with very good Mexican orchgstra

Labastida declared, “they wish to transmit their concerts through ounstatio

interjections from commercial advertisements.

The station, which was authorized to use the apparatus several months later,
thrived thanks to the remote control transmissions from cabarets and night clubs in the
area. These broadcasts were made possible when commercial and affioigtations
made arrangements with the telephone company to broadcast live radio pragrams f
dance halls, cabarets, government chambers, and public plazas. Labastata w
ambitious businessman, and aside from pursuing the idea of broadcasting live in night
clubs he also copied the broadcasting model in the United States of dedicatialy speci
songs and numbers to radio listeners. He noted that the practice was “very common in

the radio stations of the United States and much liked among the radio listeness of thi

. : . 5
region which we intend to please.4‘

The studios of stations in urban centers like Tijuana and Ensenada were stopovers
for actors and performers before crossing the border to act in a movie, makedaore
fulfill a contract in a noteworthy theater. On other occasions, border radamstatere
places where local aspiring artists visited while they were tryingitiate their singing
or acting career. For example, in the early 1930s when he was attendimgfithéo
Técnico Industrial de Tijuana vocational school established in the forgua

Caliente Hotel and Casinoompound outside of Tijuana, singer and composer Fernando

>3 AGN, SCOP, Expediente 22/131.6 (722)/16.

% bid.
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“Freddy” Quifiones escaped the premises after hours to go sing at the locel, &ba
Tecolote.” Quifiones, whose dream was to work and record in Los Angeles, realized that
singing over the radio would take him one step closer to Hollywood. “I would edcape a
night to go sing during an amateur contest transmitted over radio station XEAC,” he

recalled. Later in his life, the singer used the experience he gainedadithstation

. : . : .55
when he was the lead singer in Mercedes Gallegos’ Latino orchestra inaBars¢o.

One hundred miles east of Tijuana, the city of Mexicali was also home to a
handful of radio stations in the early 1930s. The first commercial radio stationaythe
XEAO, was initiated in 1932 by Luis Castro Lopez, an engineer who designed the
transmitter using recycled World War | radio parts he purchased in Calexit@msnd
Angeles. Lopez, a native of Los Mochis, Sinaloa, had studied in Los Angeles before
arriving in Mexicali in 1930 to work as a technician dedicated to making radios.
XEAQO's listeners came from cities across Southern California likel@da, Indio,
Brawley and some across the border in Yuma, Arizona. Lépez nicknamed the station
“La Voz de Mexicali al servicio del agricultor{The Voice of Mexicali at the service of
the farmer), because the majority of listeners were agricultural veonkeo played a
direct role in the prosperity of the station. “Farmers really enjoyed thisgdadied,

“they would come and bring me money...so that | could pay the electricity bill,ihe re
and buy records.” LOpez noted that the station served a social function to the farm

worker community because at times people would come and ask for a special pogram

>> Victor Alejandro Espinoza Vallé,a Vida Misma: Fernando Freddy Quifiones, un trovador
fronterizo (Guadalajara, Jalisco: Centro Universitario de Ciencias Sociales grtidaaes,
Universidad de Guadalajara, 2008), 29.
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. . . 56
to broadcast a fundraiser for a community member in need.

The close proximity to Southern California, along with the direct investment made in
mass communications by U.S. businessmen, gave the first generation of Mexicamdubode
entrepreneurs the opportunity to continue taking music and special programgtaessaves
and into the homes of the Mexican immigrant and U.S. born Mexican communities across the
U.S. Southwest. The infrastructure development and overall attention given to Ntethwes
Mexico by U.S. interests during Prohibition gave Mexican entrepreneurs aasss to
Mexican markets in Southern California, who were their target audience andgaalinte

component in the future of their businesses.
Conclusion

In the post-revolutionary decades, the people living in the region from Bajar@iifo
Tamaulipas had to survive and learn how to gain a livelihood in a world that was quickly
becoming urban and industrial. Instead of strictly following the mandatbes gbvernment, the
border region followed the imperatives of the capitalist market. Mexicam eatliepreneurs in
the northern border with the United States, who were part of this population, were involved in
the creation of a consumer market in the United States. Advertisement reostadsaurately
show how these radio entrepreneurs saw the border: as non-existent. Thanks to the power of
radio to send signals across the border, border radio station owners relied on #@sovers
audiences, not simply of Anglo consumers, but of Mexican immigrants and thdneahfibr

their stations to prosper. They drafted their own business plans and came upateitjiestito

56 Manuel Ortiz Marin and Miguel Antonio Meza Estrada, Testimonios de la radio en Mexicali
(Mexicali, BC: Universidad Autonoma de Baja California, 1994), 8,11.
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ensure that Mexicans in the United States would never be left without the voice of the
government, which came through the commercial airwaves. In turn, they need to berednside

as important components in the post-revolutionary growth of the nation.
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Chapter IV
Crafting an Audience: Music, Mass Media and Radio irfMéxico de Afuerd

“En efecto, los mexicanos que han cruzado las fronteras, con solo respirar el ambiente
de su patria, con sélo la convivencia natural dentro de la historia nuestra, quedan exentos de
contaminaciones extrafas.”

“In effect, the Mexicans who have crossed the border, simply by breathing theéhesir of
motherland, by the natural socializing with our history, become exempt frorgriorei
contaminations.”

-La Prensa 1934

During the 1930s, from his home in Santa Catalina Island, California, José Guerrero
tuned in toLa Hora NacionalThe National Hour) from Mexico City station XEDP. Broadcast
live on Sundays from 8:00 to 10:00 p.m., the government-sponsored program featured
noteworthy speeches by dignitaries and heads of state, official newsbdied musical
numbers performed by local and internationally renowned bands and orchestras. In 1937,
Guerrero, who was also a composer, corresponded with Mexican President Ladara€a

about the possibility of airing one of his music pieces in the program. “Let me kealate the

band will play my march,” he wrote, “to see if "l can tune itatblora NacionaJ”1

Radio listeners like Guerrero, who were part offtéxico Lindogeneration, or recent

arrivals to the U.S., occasionally tuned in to live radio programs from stations derdsSt-

Mexico border or Mexico City during the 1930s and 19240Radi0 listening provided a

! Archivo General de la Nacion, Ramo Presidentes, Fondo Lazaro Cardenas dedrRadté
AGN, LCR), Caja 102, Expediente 135.2/146.

2 L. . . . .
For theMéxico Lindogeneration, see Francisco Arturo Rosglespbre Raza!: Violence,
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simultaneous experience for Mexicans in Mexico and in the United States. Musuglt radio
airwaves, brought social unity to their communities and gave life to theirtioiggatterns.

Through music, they could sustain the use of Spanish at home or they could connect with their

past; being nostalgic when they heard “songs from the days gor:;’e by.”

This chapter focuses on the practice of radio listening by the Mexican populatien in t
two cities with the largest concentration of Mexicans in the first half aftaatieth century:
Los Angeles, California and San Antonio, Texas. Specifically, it explains hoe the
communities sustained the practice of radio listening and honoring and remenhbexing
through music thanks to the Spanish-language press, the Mexican Consulate anthlstal E
language radio stations, which broadcast segments of airtime in Spanish. Witlp thiegihass-
roots organizations, Mexican government representatives and local newspapégss, the
Mexican population, by the 1940s, were more than just a radio listening community. The
advertising power generated by the press also encouraged the population to be sorEounser
inconsequently, radio unleashed the buying power and potential of the Mexican population in the

United States.
Background

Post World War | immigration legislation in the United States limited|tve 6f

European immigrants into the country and led to a shortage of labor in the U.S. South and

Justice and Mobilization among México Lindo Immigrants, 1900-1888tin: University of
Texas Press, 1991).

3 La PrensaJanuary 8, 1940, p. 8. For the way Mexican communities in the U.S. Southwest
listened to both Mexican radio stations and English-language radio for pleasiui@ maintain

the use of their Spanish language see, Maggie Rivas-Rodriguez and EmitiaZzeyond the
Latino World War Il Hero: The Social and Political Legacy of a Generatfarstin: University

of Texas Press, 2010).
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Midwest. In the 1920s, restrictions on Asian labor were also significant, ase3and
Filipinos, in particular, worked in agriculture in the West. In turn, the agricudtugldousiness
sectors recruited Mexican workers and their families in states liki@&, Texas and lllinois

to work in the fields, railroads, steel or in another of the nation’s growing industrie

Leaving their native land for the United States was possible for many Mexakers
who had fallen into economic hardship in the wake of the Mexican Revolution (1910-1920), a
decade of fighting resulting in a substantial population loss, homelessness anatidevaist
land. Yet the Revolution was not the only culprit for migration and hardship. Between 1926 and
1930, Mexico was affected by the Cristero War, a time when members of the €&tinaich
were persecuted by the government throughout the country. This event also rasulsdive

migration northward as thousands of families escaped the oppression and moved to the United
States‘? By 1930, more than one million Mexicans had migrated to the United States as a result
of violence in Mexico and labor shortages in the U.S. South and Migwest.

The 1930s, furthermore, was a tumultuous decade for Mexican immigrants in the Unite

States. The economic instability created by the Great Depression hedebooidus of thousands

> For more on the Chicano Studies perspective on the factors contributing to the exodus of
Mexicans to the United States see, Douglas MorRReypirth: Mexican Los Angeles from the
Great Migration to the Great Depressi¢Berkeley and Los Angeles: University of California
Press, 1999); David G. Gutiérré/alls and Mirrors: Mexican Americans, Mexican Immigrants
and the Politics of Ethnicit{Berkeley and Los Angeles: University of California Press, 1995).

126



of Mexicans, U.S. and Mexican citizens alike, back to Megiddany returned to Mexico
voluntarily, while some were forced to leave the United States by fegtarainment
immigration raids. In Southern California, for instance, during a five montbcperil931,

approximately one-third of the Mexican population of Los Angeles voluntary and in&olynt

left the city.7

The Mexican Communities of San Antonio and Los Angeles

In Texas, San Antonio was home to a large Mexican population dating back to the
nineteenth century. By 1850, Mexicans accounted for 46% of the city’s population. &tesgre
advantage that San Antonio had, which other cities of Mexican heritage at tltedint, was
the proximity by rail to the central and eastern United States and theodineeiction to central
Mexico. Thus, in the late nineteenth century, city residents could maintaintosittaarban
centers in northern Mexico such as Monterrey, an important mining city whiclveghigional
dominance as a trading center for most of northeastern Mexico, as welasgothS. cities
like Chicago and St. Louis. San Antonio’s modern transportation system sustaimedrists
of a thriving community of Mexican immigrants, many of whom were entrepreneealthy

businessmen or, during the Revolution, political exiles who longed to return to Mexico once the

On colonization of Mexico’s border and repatriation efforts: José Angel Hernandez’s
forthcoming book, “Lost Mexico: Militarization, Migration & Mexican Amean Colonization
in the Nineteenth Century.”

! Francisco E. Balderrama and Raymond RodrigDezade of Betrayal: Mexican Repatriation
in the 19304Albuquerque: University of New Mexico Press, 2006), 136.
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. 8
conflict was over.

In the early twentieth century, San Antonio was vital to the formation of amatiznal
radio market. A number of record companies built studios in the city and it washhiettee
first full-time Spanish-language radio station was founded in 1946. Station KCOR, owned and

operated by Raoul Cortéz, a Mexican entrepreneur, filled an important sociailtamal gap

s . L 9
within the Mexican community in the state of Texas.

Cities in the U.S. Southwest like San Antonio were mandatory stops for performers
traveling overseas; there, singers like Pedro Vargas, Agustin Laf@éaada Negracould count
on the favorable treatment by the Mexican and U.S. born Mexican audience. Since the lat
nineteenth century, the combination of the theater circuits, which paved the \tlag fours of
radio performers, and the railroad line, which connected the interior of Mexilae tdnited
States, hadllowed the city to be home to a vital Mexican presence manifested in art, mdisic a

food. Understandably, during their tour in Los Angeles and San Anlcesdiermanas Aguila

noted that they felt a sense of joy “hugging the Mexicans that live over t]hoere.”

In California, Los Angeles had a Mexican population of close to 5,000 people in 1900.

8 For more on the history of Mexicans in San Antonio see: Richard A. GRis&apf the
Mexican American middle class: San Antonio, 1929-X@4illege Station: Texas A&M
University Press, 1991RDaniel D. Arreola, “The Mexican American Cultural Capital”
Geographical Review7:1, (Jan, 1987): 21.

? In 1947, Cortéz requested permission to have his station re-trarsshhitra Nacionalkeach
Sunday from Mexico City. For more on the legacy of the Cortéz familyhsesdbsite created
by his nephevittp://www.sintv.org/sintv/biography3.html

10 RadiolandiaMarch 20, 1943.

128



Persuaded by jobs in industry and agriculture, Mexicans migrated thereat eata during the
first three decades of the twentieth century. By 1930, approximately 150,000 pdrsons
Mexican birth or heritage had settled into the city’s expanding neighborhoods, cantetin

sprawling Southern California city into the largest Mexican community outsikfiexico

.11 . . . :
City.”~ At the time, small businesses in East Los Angeles included a “number of dental and
medical services, department and grocery stores, and restaurants, while nicisslddace

halls, burlesque houses, brothels, saloons and other ‘bawdy entertainments’ providedod ran

. . . 1
entertainment to the heterogeneous population of laborers residing downgown."

Mexican immigrants of the city and the surrounding valley were exposed todsie lat
musical, cultural and artistic productions of Mexico. Mexican groups, in fact, tdatvedee
before highways and railroads made the trip from Mexico City to Los Anpgekssble.
Celebrated singer Pedro Vargas recalled that in 1928, when he embarked upen his fir
international tour to the United States with euesta del Maestro Miguel Lerdo de Tejada,

the group took the train from Mexico City to Tijuana and from there “crossed the bgridert b

and boarded a train from San Diego to Los Angejfég’slh addition, Los Angeles helped sustain

1 For more on the history of Mexicans in California see, Albert Camadhaanos in a

Changing Society: From Mexican Pueblos to American Barrios in Santa Barbara and Southern
California, 1848-193{Cambridge: Harvard University Press, 1979); Ricardo R&tast Los
Angeles: History of a BarriAustin: University of Texas Press, 1983); Matt GargidyVorld of

its Own: Race, Labor and Citrus in the making of Greater Los Angeles, 190qaRadel Hill:
University of North Carolina Press, 2001); William Deverdlhitewashed Adobe: The Rise of

Los Angeles and the Remaking of its Mexican fBestkeley: University of California Press,

2005).

12 Douglas MonroyRebirth: Mexican Los Angeles from the Great Migration to the Great
Depressior{Berkeley and Los Angeles: University of California Press, 1999), 19.

13 José Ramén GarmabelRedro Vargas: Una vez nada m@ééxico, DF: Ediciones de
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the Mexican post-revolutionary art movement of the 1920s and 1930s by offering toplace
Mexican painters and artists to present their work. Along with a group of antiktding Maria
Bonilla and Luis Martinez, for example, in 1926 Dr. Atl (Gerardo Murillo) exhibitechivork
in the city, noting that the California city had the potential to be converted intstactbss

artistic center.14

Moreover, Los Angeles was important in sustaining an overseas radio makasde
inherently, it attracted a large number of people drawn to Hollywood to work inrthedidlio,
and theater industries. Mexican elite and middle class members, who laboredialtrajs
Anglo counterparts and had control over Spanish-language entertainment of, taenaty at
using mass media to reinforce a Mexican national ideln?itYheaters in East Los Angeles were
converted from English to Spanish-language venues in the early 1920s when largpatanéas
were created near Hollywood. And as the Mexican population tripled during that deeade, t
city became a manpower pool for Hispanic theater. From the late 1910s to the 1936sléas Ni

Kanellos notes, Los Angeles supported five major Spanish language theaters witimzdphpx

. . . 16 .
fifteen others hosting performances on an irregular basis.

As Mexican communities consolidated and grew in number during the 1930s in

Comunicacioén, 1985), 55.
14 .
El Universal llustrado January/, 1926.

15 Colin Gunckel, “The war of the accents: Spanish language Hollywood films in &fekas
Angeles”Film History Volume 20 (2008): 325.

16 Nicolas KanellosA History of Hispanic Theater in the United States: Origins to 1940
(Austin: University of Texas Press, 1990), 21.
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Los Angeles, San Antonio and other cities in the U.S., generational differenageeéme
between Mexican immigrants and their offspring, U.S born Mexicans. The first,
sometimes called “Mexican nationals,” often saw their status in the U.3npsrtey.
Some members of this group displayed their loyalty to their country of birthidiging
their Mexican citizenship and made plans to return to Mexico in the future. \lvéyle t
assimilated to life in the United States, many held on to their religioudjgbamd
cultural traditions along with a vast repertoirecahcionesaandcorridosthey had learned

in their childhood.

The second group, U.S. born Mexicans, was the first generation of Mexican
children born in the United States. This generation had a different understanding of their
past, history and also had a different relationship with the mass media tharatbais,
as they came of age at the same time that film and radio emerged asnipedaims.

U.S. born Mexicans were influenced by movies and the recording industry and also tuned
in to radio for music, news, and dramas, both in Spanish and English. Growing in
number and influence during the late 1920s through the middle of the twentieth century,

second-generation Mexicans were a disparate group inclidicigucosandPochos.

A Pochowas a Mexican man or woman born outside of Mexico who had
migrated to the U.S. at an early age and had been patrtially, yet not compiéteirated
into mainstream U.S. society2ochosfound an identity deeply rooted along the U.S.-
Mexico border. In many ways, their sense of nationalism was defined as‘ibeing
between.” The complexity of tHeochois a fascinating topic of interest to both Mexican
and U.S. born scholars, since the word is also a derogatory term referring to arMexic

the United States who has denounced his native cultural traits or is unable to speak
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Spanish, for instanceé?achucopn the other hands a term given to Mexican-American

youth living in the U.S. Southwest and along the U.S.-Mexico border. This group used

cultural expressions, such as music, to resist national and international nnmgma]l
During the first half of the twentieth century b&achuchosandPochosntroduced a
new way of talking, dressing and acting in the United States with deep symboli

connotations; in many ways, however, their essential characteristiexlaced to dress

18
and vocabulary.
Mexican Music

Since the nineteenth century, music played an important role in Mexican comesunit
and homes. It was not uncommon for families to congregate around a piano, harmonica or othe
musical instrument during evenings or special occasions. On some occasioranMex
immigrants sent letters to political leaders and musical groups in Mexjaesting that they
send Mexican orchestras, bands and artists to pay them a visit. Music wastalétheaoral
tradition of the Mexican community. A number of Mexican female singers, suchres M
Padilla and Lydia Mendoza, recalled that Mexican folkloric songs and baltréspassed down

from their parents to them at home. In fact, Padilla admitted that at timisgheerwould pay

17 Anthony MaciasMexican American Mojo: Popular Music, Dance, and Urban Culture in Los
Angeles, 1935-196@urham: Duke University Press, 2008), 1.

18 Pachuchogame to the attention of the general public during the Zoot Suit riots in Southern
California. On the riots see Eduardo Obregén Padander at the Sleepy Lagoon: Zoot Suits,
Race, and Riot in Wartime L.&Chapel Hill: The University of North Carolina Press, 2006);
Margarita AragénBrown Youth, black fashion and a white rffbbndon: University of London,
2007); Laura L. Cumming®achucas and Pachucos in Tucson: Situated Border (iwesson:
University of Arizona Press, 2009). Fawriew onla pachucasee Catherine S. Ramirdhe
Woman in the Zoot SuiBender, Nationalism and the Cultural Politics of Mem@urham:

Duke University Press, 2009).
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her and her sisters a peso or two to sing a couple of songs when they had compangiuovey

. 19
special events.

Despite living in a foreign country, Mexican immigrants maintained stiesdd the
musical culture of Mexico. In cities throughout the United States thegddt® radio
transmissions from Mexican radio stations in the Northeast and Northwest, lzordi@n the
1930s programs from Mexico City. In 1935, for example, Mexican agricultural workens f
the Yakima Valley in the state of Washington sent a letter to the Mexicastiiof Foreign
Relations requesting that XECR, the radio station operated by the Ministoyeafifr Relations,
re-transmit their Sunday evening concerts through their local station. ihrsriylof

Communications and Public Works granted them permission to do so, considering it an honor to

have Mexican music diffused through English-language radio stgt?ons.

In the United States, radio exposed Mexican immigrants to new music genresgsd s
Growing up in Southern California during the 1930s, for instance, Hank Cervantesd edtt
his family had “acquired a thumbnail-shaped radio...we began hearing songs like

“Guadalajarg” “ Estrellita,” “ Siete Legua$“ Cielito Lindg” “ Adiés, Mariquita Lindd, popular

o . .21 : : — .
hits in Mexico at the time.” “Mexican stations,” as Maggie Rivas-Rodriguez suggests,

19 Interview with Maria Padilla, March 15, 2009, conducted by the author.

20 Archivo General de la Nacion, Fondo Secretaria de Comunicaciones y Obraad?ubli
(Hereafter AGN, SCOP), Expediente 22/131.6(725.1)/62.

21 Maggie Rivas-Rodriguez, “Embracing the ether’ The use of radio by tleol\Atorld War |
Generation” in Maggie Rivas-Rodriguez and Emilio Zamora, Béyond the Latino World War
Il Hero: The Social and Political Legacy of a Generat{@wustin: University of Texas Press,
2010). Regarded as the “Father of Mexican Music,” Manuel M. Ponce’s'Eetrgllita”
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introduced the U.S. born Mexican generation to singers like Lydia Mendoza and coothtéess

. . 22
Mexican and U.S. born Mexican stars.

Mexican music, especially if it was played by orchestras and bandsatest@atriotic
feelings for Mexican immigrants. To many members of the community natderdlty was
manifested when, in song, you remembered and honored Mexico. Throughout the twentieth
century, the Mexican community in the United States was overjoyed wheas, ga¢isormers
and musicians visited their cities. The Mexican Police Band, led by Migugd lde Tejada,
toured the United States during the 1930s and stopped in major cities throughout the U.S.
Southwest and Northeast. After their visit to San Antonio, Mexican citizen, Jos¥&ldez,
communicated with President Cardenas about their audition. In her letter, sivaalbgrs

thanked him for sending the Band to San Antonio. It had been the music, Valdez noted, that

. 23
allowed her to feel closer to Mexico, the country that she longed to return to.

Arranging the auditions of Mexican bands and orchestras, in fact, were importaat dut
for certain members. On February 24, 1928, Pedro S. Espinosa, secretary of the Mexica
Chamber of Commerce of Los Angeles, penned a letter to President Gérdenas requesting
for the Mexican government to send its Police Band to Los Angeles. “It is shithnat our

Motherland be represented in these acts which depart themselves from ciafisneto achieve

(Little Star), was a popular hit world-wide translated into English, Frendhtalian by 1933.
The song, according to a critic, “has been so deeply planted in the Mexican souhdteater it
is sung, surely there is a heart of ours there, or in that instant the name cb Mbxates, El
Universal llustradg March 16, 1933, p. 31, 47.

22 hid.

23 AGN, LCR, Expediente 135.2/146.
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patriotic traits, since the high prestige of our Motherland is involved,” he wrdte Clhiamber

noted that in previous years the exposition of Mexican products had drawn more than 40,000
people per day, and having the band play would not only honor the government of Cardenas, but
would be a sign of the culture and progress of Mexico to foreigners and Mexidans ali

Requests such as these display the high quality entertainment sought for the ewelhgsas

their allegiance to the government in power.

Thus, in the 1930s and 1940s, Mexican immigrants and farm workers in the Texas or
California valley, many of whom were from rural Mexico, were overjogeaetar songs from
their upbringing. This music, which told stories of longing to return to Mexico andiggtbtife
land of their birth, also became part of their daily life. In the stores of dewartos Angeles or
San Antonio, Mexican sheet music and Spanish-language records were readiblatailhe
Mexican communities; their distribution, in fact, was made possible by localdsgsis and the
press. Thanks to the sponsorship of small businesses, a Mexican man or woman vealking th
city’s streets also had the opportunity to hear popular music. While conducting sieddate for
her Master’s Degree at the University of Southern California during thel&80s, Nellie
Foster observed that “In the United States men stand in front of music stores whereggtonogr
records otcorridosare heard over a loud speaker; they congregate in barber shops, pool rooms,

and other masculine gathering places, and in Los Angeles listen to the wanugsioigns in

Olvera Street.24

Listening to music and consuming music are not one in the same; and, as their Anglo

24 Nellie Foster, “The Corrido: A Mexican Culture Trait Persisting in Soatlalifornia,”
(Master’s Thesis, University of Southern California, 1939), 22.
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counterparts, the Mexican immigrant population in the United States was influgnited b
growing consumer culture of the early twentieth century. In urban cengmg embraced mass
consumption practices on a daily basis, at times even settling down and purchasasg h

Owning property in cities like Los Angeles, in fact, allowed Mexican imamty to become,

. . . . 25
“more integrated in the American consumer economy,” as George J. Sanchez nbbesiany

of those in the second generation, the ethic of consumerism, explains histokialR\fzc

. . . S . 26
“became inextricably linked to making it in America.”

Throughout the United States, mass media- newspapers, magazines, and adu&stiseme
persuaded men and women to purchase radio sets long before Spanish-language radio stations
appeared in Texas or California. In his 1928 study on women and industry, Paul Taylor

observed:

Another interesting case was that of a mother and daughter who both worked
because they wished to have a better home. In this case it was not a desire for
different dwelling and neighborhood, but for improvement of the place in which
they already lived. They were very anxious to get some new furniture and a
radio. They seemed to think that a radio was the most desirable thing in the
world. The mother was anxious to have these things so that her daughter would
continue to be happy at home- so that she might bring her friends home to

2
dance.

25 George J. SancheBecoming Mexican American: Ethnicity, Culture, and Identity in Chicano
Los Angeles, 1900-194Blew York; Oxford: Oxford University Press, 1995), 205.

26 Vicki L. Ruiz, From out of the Shadows: Mexican Women in Twentieth-Century America
(New York: Oxford University Press, 1998), 54; Roland Marchaaertising the American
Dream: Making Way for Modernity, 1920-19@8erkeley, University of California Press,
1985).

27 Paul S. Taylor, “Women in Industry,” field notes Mexican Labor in the United States,
Bancroft Library, University of California, Berkeley, Box 1 P. 3.
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Using the radio for entertainment or personal enjoyment made owning one a vakmblin
the U.S. Southwest, the majority of Mexican immigrants reaped the benefits ofamtba
cosmopolitan lives before their counterparts in northern Mexico. The relative faglopradio
receivers did not inhibit some families from purchasing their own set, ah@vaage for many

families in Mexico during the 1920s.
Radios and Radio Listening by Mexican Immigrants and U.S. Born Mexicans

By the mid-1930s radios were becoming common household items in Mexican
communities across the United States. Radio transmission in Spanish, over “block
programming” in English-language stations, served an important culturalbiumathin the
community and helped created a unified listening audience. “Block prograrmagjnitiated
during the 1930s by Mexican businessmen and was a segment of air time purchased by a
Mexican entrepreneur who was responsible for the Spanish-language achesrtssand
programming of the time under contract. Given the revenue that could be gained through
advertising, “block programming” became popular not just in Texas, but in radanstat

throughout the nation.

Mexican-led radio programs were broadcast over U.S. stations at dawn orverirege
and weekends. As Nellie Foster observed in California during the early 1930s, “Raytenms
for the Spanish-speaking working class are scheduled for the early morningWizemghe

pocho or Chicano can listen while his wife is preparing breakfast and putting up his lungh. Thi

. . . .,28
takes a couple of hours in those homes where tacos are still prepared in the old Mayitan w

Radio stations like WOAI of San Antonio, for instance, invited notable Mexican siligeers

28 Nellie Foster, “The Corrido: A Mexican Culture Trait Persisting in Saoot@alifornia,” 22.
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Chucho Monge to give live auditions on the air. In 1937, when Monge visted the station’s

Spanish-language hour, “the radio listeners of the Mexican colony,” noted teg“resoughly

. . . . . 29
enjoyed his compositions and interpretations.”

In the late ‘20s and early ‘30s, classical music was the most common stylsiof m
played during Spanish-language radio slots. But by mid 1930s, the musical contentaanviexi
led radio programs shifted from purely classical music to featuring a natidn ofcorridos
andmusica rancheramusic more aptly tied to the migratory trends of Mexican immigrants
during the first half of the twentieth century. In the late 1920s and early X@8fdpshad a
particular appeal to the population because of their direct relation to theaviéxevolution.

This was a time when people from different regions of the country interacted and thdipopula
was exposed to a wide range of musical styles. Thus, becawuseritie related stories about

heroes and battles of the Revolution, it became the poetry of the people, of a commiuwidg tha

separated geographically from their native Ig(r)ld.

The radio industry, which grew on par with cinema, was important to the Mexican
communities of the United States, many of which relied on Spanish-language “block
programming” on a daily basis. By 1930, the Mexican immigrant population in San Antonio and
Los Angeles, in particular, was urban and more cosmopolitan than most of Mexictheavit

exception of Mexico City. Not only were Mexicans in the United States introducddrm

29 La PrensaMarch 22, 1937.

30 Oncorridossee, Vicente T. Mendozg| Corrido MexicangMéxico, DF: Fondo de Cultura
Econdmica, 1992); Rubén M. Campasfolklore y la musica Mexicana. Investigacion acerca
de la cultura musical en México (1525-192B)exico, DF: Talleres Graficos de la Nacion,
1928.) For a Chicana/feminist perspective see Maria Herrera Sdhelyiexican Corrido: A
Feminist Analysi¢Bloomington: Indiana University Press, 1990).
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technologies into their homes, such as telephones, radios, and phonographs, but they were also

first rate consumers who oftentimes took radios and records on their returo pgito, as

. . . 31
Mexican anthropologist Manuel Gamio observed.

Group listening was a common practice in many Mexican communities across the
United States. During the 1920s, in the Mexican community of La Habra, Caljiftamnia
example, “A particular special broadcast would bring a living room full of peo@ind

despite the fact that radio was contested by the popularity of the cinemdal B8t “as

the years went by, the radio became a favorite form of family enteEHaltd’lz’n2

However, group listening was not the only way Mexican immigrants heard the
voice of thePatria. In the late 1920s and 1930s, those whose socioeconomic status
allowed them to purchase a short wave radio receiver frequently tuned in toissaoism
from Mexico City. This group of elite and cultured Mexican immigrants aamliar
with Mexican composers such as Manuel M. Ponce and Silvestre Revueltas and included
radio listeners like Bernardo Toro, who tuned in to a concert over station XFX from
Mexico City on November 20, 1931, from his home in New Orleans, Louisiana.
Enthusiastic about his listening experience, Toro wrote to XFXjrdap of friends,
gathered at the modern and well-known Mexican restaurant ‘Chapultepec’ @arlds
avenue of this city, had the indescribable pleasure of listening through the radioythe ver

important concert transmitted by the symphonic orchestra under the direction of

31 Manuel GamioMexican Immigration to the United States: A Study of Human Migration and
Adjustmen{New York: Dover Publications, 1971), 229.

32 Gilbert G. Gonzaled,abor and Community: Mexican Citrus Worker Villages in a Southern
California County, 1900-195(Jrbana: University of lllinois Press, 1994), 71, 92.
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Chévez.$3

In their correspondence to XFX, some members of the upper classes, moreover,
expressed their opinion about the way Mexico was being represented abroad through the
mass media, in particular through radio. Some of the letters received duringthe lat
1920s and early 1930s indicate that Mexicans were more concerned with the way the
nation was being perceived abroad than the quality or content of some government-
sponsored radio concerts. For example, on the night of April 14, 1931, Mexico and the
United States celebrated the establishment of the Pan-American Uniam&myitting a
special radio program. That night, Manuel Alonso, a Mexican citizen living in Texas
believed he would have the opportunity to hear the Mexican Police Band play the
National Anthem, but, after listening to @mquesta Tipicdan orchestra composed
primarily of stringed instruments) play the music of the anthem with the acoomgra

of a women’s chorus, he wrote the following message,

Undoubtedly, the orchestra is artistically qualified to perform in banquets, fair
bullfights, regional dances, etc. However, when you are faced with an
extraordinary opportunity to show the American people that there are good
musical bands in Mexico, it would have been best to play the anthem without
voices and by a military band, that way; Mexico’s true worth would have been
displayed. Now, after showing to all of the American people the type of music
obfuscated by the voices, now these people must be thinking that in Mexico we
lack musicians and that marimbas, mandolins, and guitars are part of thel musica

. . .34
accompaniment for our most important holidays.

Apparently, Mr. Alonso was concerned with Mexico’s reputation and believed that

33Archivo Historico de la Secretaria de Educacion Publica (Hereafte ERHEXxpediente A-
4/235.3(73).

34 AHSEP, Caja 8, Exp. A-4/253.3 (73), Fo. 291.
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military bands, more than female voices, gave more accurate repressnbdtMexican music.
His letter also reveals the concern and, to an extent, embarrassmenedaet that women,
and non-traditional, folkloric musical instruments, like marimbas, were used undsitdigery

of “Mexican national music.”

Spanish-language broadcasts over English-language radio stationsedkeperacal
newspapers to divulge information concerning their air time, as to who would bépértd;,
etc. In Los Angeles and San Antonio during the ‘30s and ‘40s radio listeners freqadatly
radio stations requesting and dedicating special songs and musical numbésaderand loved
ones. Soon after their first audition, for example, the singer Maria Patilled that members
of the local Mexican community called KMTR asking thas Hermanas Padillappear on the
program more frequently. Had it not been for the public’s desire to hear the gidsrayer
their radio receivers, their careers might have been short lived. Within, alyeand her sister
recorded albums with major record labels such as Blue Bird, Columbia and duwocatid

within two years they took up artistic tours throughout California, Mexico and Southdame

o . . 5,
Decades later, Maria rightfully admitted, “We were an |nstant3h|t.”

Sustaining a radio audience in the United States was made possible thanks te Spanish
language newspapers and U.S. commercial radio stations. English-langtiageostners were
aware that the Spanish-speakpapulation of their cities used the radio to tune in to
transmissions from Mexico. Mexican radio stars gave performances asl=lagiguage

stations in San Antonio, like WOAI, which boasted of being the station that trashhhiét

3 La Opinion January 28, 1939.
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oldest Mexican radio program in Texas, hosted by Prof. Eduardo Magf?l n&g.these events
became more frequent during the ‘30s, they included Mexican and local radio singensists
such as the acclaimed radio groupp$ Caballeros who appeared during a benefit concert

given by Mexican radio station XEW'’s stars Emilio Tuero and Rafael Romeraat€yc

1935°"
La Prensaand La Opinién

Across the U.S. Southwest, Spanish-language newspapers were avenues that taught
people how to listen to the radio as well as tools that closed the gap in the distareesn betw
Mexico and the United States. In particular, Ignacio E. Lozano’s newsphadétsensaof San
Antonio, Texas, established in 1913, &adOpinion of Los Angeles, established in 1926, were
the two largest Spanish-language newspapers in circulation in the U.S. Siuthvireg the first
half of the twentieth century. Since its establishment in the earlg géne Mexican
Revolution, for instance, daily issueslat Prensahad circulated throughout the state of Texas.
Local businesses and companies took advantage of this long-standing publicatiocethagida
for their services. The newspaper served both the English-language businessaodtiees
Mexican government. For example, when English-language radio stationsUB¥ Kegan to
broadcast Mexican programs from cities as distant as Weslaco, 250 milesafighmi®nio,
they advertised their programminglia Prensa In the 1930s, some of their transmissions
featured diplomats and government representatives such as the Consul of McAllearnBrd®

Chavez V. and the Mexican Consul of Texas, Santiago Suarez, who sent a wamg tgrebt

36 La PrensaApril 22, 1937, p. 4.

37 La PrensaOctober 20, 1935, p. 3.
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Mexican residents of the Texas valley during a special radio programtidyecommemorated

the anniversary of the Mexican Revolution on November 20, igaﬁ.Los Angeles, as
Francine Medeiros notes, Lozano begarOpinidn“as a newspaper in political exile whose

objective was to effect change in the homeland so that thousands of compatriots coulmhigetur

. 9
others would not be forced to emlgra?e.”

For decades, Lozano’s newspapers put forth a consistent view concerning the iraportanc
of the Mexican Revolution to the Mexican community abroad; however, his poliaoelest
towards Mexico and the actions of post-revolutionary leaders shifted betweE2wand the
1940s. Over time a greater attention was place on nurturing the interests axibariv
immigrant communities in the United Statdé%or instance, on the night of September 16, 1930,
in honor of the fourth anniversary b& Opinién,Lozano gave a speech over Los Angeles radio

station KMTR while his wife and other Mexican singers, such as the acdlaongposer Guty

Céardenas, sang special Mexican musical num‘B)er'Ehe speech given by Lozano, as well as
other speeches on Mexican holidaysnforced the longing for thieatria (Motherland) felt by
Mexicans living in the United States and stressed the importance of impattorathistic
values and lessons to the children of immigrants. More importantly, they aésates that
although they were distant, their efforts were no less important or valuable torgeize

Mexican nation. Editorials, articles and reviews published in both of these GroeNaal the

38 La PrensaApril 2, 1936, p. 5La PrensaNovember 20, 1936, p. 4.

39 Francine Medeiros “La Opinion, A Mexican Exile Newspaper: A Contenty&igabf its First
Years, 1926-1929Aztlan11.1 (Spring 1980): 78.

40 La PrensaSeptember 19, 1930, p. 1, 5.
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importance of Spanish-language press to the configuration of the Spanish-speakicenM

radio audience.

Newspapers and magazines published throughout the United States, as Nicolas Kanell
argues “protected the language, culture and rights of an ethnic minorityg wikliger culture

that was in the best times unconcerned with the Hispanic ethnic enclaves andonsthaf

times openly hostilefl‘;L A publication such alsa Prensawrote a Mexican Consulate Official

in 1925, “is the largest circulated newspaper within the Mexiockoniaof San Antonio in the

United States.42 Newspapers not only offered local and national information, advertisements

and entertainment news, but they also printed articles and editorials on tim state of
Mexican government affairs. Thus; they served the dual role of orienting &fexmanigrants in

a foreign land and sustaining their cultural heritage.

Correspondence from readers confirms these attitudes. Personal lettevdlsenffices
of the papers demonstrate the importance Lozano’s publications had in fostering af sens
community and patriotism, not only in the U.S. Southwest but also in Mexico. Oftentimes,
Prensapublished anecdotes from letters sent to Lozano around February 14, the day the
newspaper commemorated its anniversary. One note, written by Pedro S. Radrifi8%,
noted that “this newspaper, which in the United States is a spokesman for Mexican publi

opinion, and the sure indicator that guides our people which are scattered througlyraathis

M Nicolas Kanellos, “A Brief History of Hispanic Periodicals in the UnitedeStan Nicolas
Kanellos and Helvetia Martell, edslispanic Periodicals in the United States, Origins to 1960:
A Brief History and Comprehensive Bibliograpijouston: Arte Publico Press, 2000), 5.

42 Archivo General de la Nacion, Ramo: Obregén-Calles (Hereafter AGN, O@gdiente
818-J-16.
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nation. LA PRENSA, which is the paper that | eagerly read every day, has b&atome

L . . 43 .
indispensable need for me, as well as a friend and inseparable companion.

Letters continued in the following years. During their 25 anniversary, bestswise
sent to Lozano from readers in cities around the United States such as Qleagrk, Los
Angeles and New Orleans. Readers applauded Lozano for carrying out positived aaltur
patriotic work through his paper. One in particular, Hilario E. Vazquez of St. Davihnar,
had subscribed to the newspaper for more than twenty years. He noted, “Tmeamareasons
why LA PRENSA has prospered, but to me, the most salient is that it has defendghtshef
our Motherland and increased our name abroad...l am 77 years old. | arrived in the United
States in 1885 and | am a Mexican citizen.” Correspondence from the commemosation al
arrived in San Antonio from Mexico, such as the letter written by Eulalio Velasquez
Querétaro who wrote, “It is my wish that LA PRENSA reach a long life, beialy tatnes, as it
has been until today, an unsurpassable spokesman for the children of Mexico who, because of

the inevitable decree of destiny, liakende el Rio Grandgn the other side of the Rio Grande)

. . . . . 44
remembering every hour, every instant, with pure affection, their beloved land.”

Ignacio E. Lozano was an important figure within the Mexican population of the U.S.
Southwest who took on multiple roles as newspaper editor, entrepreneur, cultural adudcate, a
by the 1940s, “defender of Mexico.” He was behind the establishment of a sepiasofoots
movements and organizations in Texas and California. In 1934, for instance, he helped found

“Permanent Patriotic Committees” in cities throughout the country in ordeonaope holidays

43 La PrensaFebruary 20, 1935, p. 8

a4 La PrensaFebruaryl3,1938, p. 8.
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and events that were held in suitable locations. This initiative came in theatfief an
incident in Brawley, California, when, after canceling their local catedor, one member of the

community shouted the midnight cry of “Viva Mexico” during Mexican IndependengeaDiais

. 45
place of work, the local liquor store.

In San Antonio, one of Lozano’s greatest achievements was foundinBeheficiencia

Mexicana, a Mexican welfare society that sponsored the construction of a medica, dffe

“Clinica Mexicana de San Antonioﬂf’{3

The clinic was founded in the early 1930s with the help

of local businessmen and generous community members. Every yearDiarithg la Raza
celebrations on October 1fhey organized a benefit concert featuring invited singers, actors,

and government representatives from Mexico, such as Juan Arvizu, Tofia la Netga, Ma
Conesa, antlas Hermanas Aguilalong with local artists and musicians. Acclaimed singer

Juén Arvizu, who had participated in one of these fundraisers during the early 1930s, applauded

Lozano for his labor and believed “that all Mexican artists should cooperate witlokémo, in

order that the institution mentioned, continues forward and prospers, to the benefit of the

, , , 47.
multitude of compatriots who lack the resources to request medical attentibozano
maintained, and rightly so, that offering Mexicans with limited resourcespibertunity to

receive medical attention at a low cost would benefit the San Antonio’s Mexicarapopul

Along with a number of first-generation Mexican immigrants, Lozano believéd tha

45 La Prensa September 18, 1934, p. 3.
46
La PrensaOctober 14, 1934, pp. 1, 3, 8.

47 La PrensaNovember 13, 1934, p. 8.
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was important to prolong the cultural traditions of his childhood such as celebratmgahati
holidays and honoring the homeland through festivals, outdoor events and cultural swctiitie
editorial written on September 11, 1930LaPrensafor instancejncluded what he called “the
doctrine of order and patriotism.” In it, Lozano stressed the need for Mexizamsihot to

forget their nationality and toe aware of the laws in their state of residence so as to not tarnish

. . 48 .
the reputation of the Mexican community.One reader noted that, “If we know the history of
our Mexico, if our children have learned to love the country of their parents, it is because 25

years ago, in my house and my brothers’ house, we have read LA PRENSA...Who has doubted

that with LA PRENSA, we have learned to love Mexico mo‘}g’?"

As the community increased in size, newspapers made use of the creatiwtly of t
readers and their affection for Mexican music. In 1937, for examoplBrensaandLa Opinion
held a contest for the lyrics to Béxico de Afuerddymn.” The editors envisioned this song to
be a pseudo national anthem that could be intonated during special occasions and would unite the
Mexican community. According to the stipulations, “The verses...need to speak of timg$ong

and feelings of Mexicans who live outside of the Motherland and cartglout mexicanista
abroad.50 The paper exhorted those living in the U.S. who had deep roots in Mexico and
labored to perpetuate their loyalty to their offspring. In contests suchsakdhano’s papers

emphasized that it did not matter where you were located, just as long aseyvated,

remembered, and perpetuated the patriotic feelings abroad.

48 La Prensa September 11, 1930, p. 3.
49
La PrensaFebruary 13, 1938, p. 1-2.

>0 La PrensaOctober 181937, p. 3.
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While Lozano was an important cultural advocate who consistently honored Mexico’s
glorious past and promising future, his political stance towards the country ofthifumtuated
during the post-revolutionary years. In fact, his loudest admonitions came duringsteeoC
War. During the 1920s, the content of the articles published Prensawrote A. Martinez,
“deviates the judgment of the Mexican residents.” Martinez, who had previougeexpdn the

newspaper industry, was living in Detroit, Michigan and desired to start up a newspapler

. . . . . 51
to counteract the misinformation being published by Lozano’s San Antonio newspaper.

Given its history and growing Mexican population, San Antonio was at the center of
attacks by Mexican immigrants who opposed Lozano. “The city of San Antonio is ¢tiegne
point of all the enemies of the government and peace in Mexico,” wrote Jorgéenkath@25.

Kathain, who wanted to uphold Mexico’s good character in the city, asked the Mexican

government for $2,000 to cover the start up costs of a Spanish-language ne\?vzspﬁpmr.
government, which could not fund the project, responded instead by using other forms of media

such as the radio to counteract the misinformation being circulated in the city.

Mexican immigrants found other ways to combat Lozano and show their support to the
government. In the mid-1920s, many who had escaped during the Revolution and continued to
look to Mexico in the years following the conflict, rose up in support of the claims Inyade
former political leader Adolfo de la Huerta, who was speaking against thes @Gadiime. In
1924, the Vice-consul of Mexico stationed in St. Louis, Missouri, Rbmulo Vargas, fopéxa

wrote to President Calles informing him that Prensahad published an article about a banquet

>1 AGN, OC, Expediente 121-R-S-6.

®2 AGN, OC, Expediente 805-K-7.
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attended by 150 San Antonio Mexican-American businessmen in which Huerta spoke
“falsehoods and intentional machinations” against the Mexican government. “I dohDseda,

Huerta had said, “why instead of imitating the constructive administratidve édnited States of

. . . . 53
America, [Mexico] follows the politics of Soviet Russia.”

Lozano’s ideology towards Mexico and the Mexican community in the United Stages wa
made clear during the 1930s, a difficult era when deportation campaigns by tigewe®ment
forced thousands to return to Mexico. Lozano was not in favor of repatriation because he
believed that the Mexicans who lived in the U.S. for an extended period of time became
accustomed to a higher living standard and noted that once they returned to Mexicolimany fe
uncomfortable. Instead, he campaigned for the Mexican government to invest in et&iring
Mexicans in the U.S. felt that their government cared if they maintainechttenality or that

they be allowed to vote.

Each time a newexenidsix-year presidential ternoy transfer of powetook place in
Mexico, Lozano published his opinions concerning the state of the Mexican government and his
thoughts on its future. During the transfer of power in Mexico from Emilio Portes Bdscual
Ortiz Rubio in 1930, he explicitly expressed his opinion on the direction Mexico was taking i
the pages of his newspapers. “The country wants something more serious, mble, tarage

consistent than simple promises” he wrote, “they want the assurance thatxiharMe

. : . . " 4 .
Revolution will truly enter a new period under the upcoming admlnlstra%onThe promises

made by the new leader were in vain and by 1933 Lozano’s view on the governmewvgnvas e

>3 AGN, OC, Expediente 101-R2-H-8.

>4 La PrensaJanuaryi4, 1930.
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more disparaging. On Saturday, July 29, for instance, he wrote “tendentious agaikst the
Mexican government; in particular, he criticized the use of government funds fior zay
railroad trip taken by Calles from the Northern Mexican border to Mexico Cié§les, who was

no longer President by 1933, influenced the administration of Abelardo L. Rodriguezsiege

“privileges without justification” as Lozano Wrot‘ré‘r.) Mexican Consul of Dallas, Raul
Dominguez, wrote to Calles to inform him of the article, also penned a letterdand
condemning the actions of the paper for not concerning themselves with themwgetibtie
Mexican community of San Antonio. Dominguez pleaded with Lozano to work with the

Consulate and engageliabor Pro-Patria,as the nation was undergoing a vast reconstruction

. 56
project.

At heart, Lozano viewed himself and the Mexican community in the United Ssapesta
of “the Mexican nation,” and thus believed that newspapers in Mexico should publish more
information concerning the problems which Mexicans who lived in the United Stagels fecs
reasoning was that by 1934, the sheer number of Mexicans in the United Staestedxbat of
some states in Mexico. The Mexican government was making a mistake bgush§ on their
needs, he noted, leaving some members of the community with a sense of “abanonment.
When Mexicans in Mexico were aware of the issues that Mexican immig@mnftented on a

daily basis, Lozano maintained, a greater concern for the federal g@rernwould be raised

>°| a PrensaJuly29, 1933.
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. . . 57
concerning the future and importance of Mexico’s reconstruction

In 1934, after Lazaro Cardenas became President of Mexico, Lozano’s vision for his
newspapers shifted and he adopted a more positive outlook concerning the relationsleip betwe
the Motherland and its population in the United States. During Cardenas’s teffirndn of
Lozano was an avid advocate of the rights of the Mexican population in the U.S. In turn, the
Mexican press rightfully depicted him as “defender and Patriarbtégico de Afuera.”In an
interview for the Mexican magazittoy, where he was questioned about the allegiance of the
Mexican population in the U.S. towards Mexico, Lozano responded “I continue to believe that
the Mexicans of the U.S. South maintain a love for the Motherland...the Mexicans maaontain, f

generations, their nationality... They don’t lose the hope that they will sometieug to the

Motherland.’58

Until Cardenas’s administration, the Mexican government’s policy towardsitexin
the U.S. had been inconsistent. Cardenas labored to have an open dialogue between the needs
and desires of Mexican expatriates and their home country and received supporafrpm m
former soldiers and leaders of the Mexican Revolution to carry this out. One maticulgrar
Jesus M. Gonzalez, demonstrated that patriotism to Mexico was alive among thariViex
community living in the United States. Gonzalez wrote to the President in JA93&§rom
his home in Los Angeles to tell him about the patriotic duties he had been cauysigce his
days as a young soldier fighting against Porfirio Diaz and later in theitDtosalist Army

during the Mexican Revolution. He noted that he had taken a stand against fascistigrtbe ac

>7 La Prensa August 4,1934.
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of former President Plutarco Elias Calles, and he had written a pamphletegiadtiaition and
colonization, “these two important Mexican problems.” Additionally, he had joinedCibmité

Nacional Revolucionario y Fraternidad Amigos del Campésamal would soon take up a radio

program with funding from the organizatig?].

As the Cardenasexenigorogressed, Lozano continued to support his projects. In 1936,
La Prensgorinted a special message given by Cardenbtgtaco de Afueran which he urged
Mexicans to keep their nationality at all costs and to be assured that tleserfpgovernment
cares for themg’O Mexicans living in the United States believed it was important to keep not
just their nationality, but also the characteristics of their race, as #reyunlike the Anglo
Americans. The coverage of the speech by the Spanish-language presssnldatanany
interpreted this address as a personal conversation between them Rrresidhent. Hearing the
head of state reassure their place within the Mexican community was aomgfedpecially

since previous administrations had been ambivalent, if not silent, about their policgddiaea

Mexican community living abroad.

In fact, Cardenas’ views on repatriation and his overall attitude on the need tcagiecour
Mexicans abroad, as opposed to ignoring or discounting them, gave him favor among the
Mexican-American population in the United States during the late ‘30s. On MeiDagiah
1938, for example, he used tRartido Nacional RevolucionariNational Revolutionary Party),
or PNR’s radio station, XEFO, and gave a speech in English to the Mexican commuiraity of S

Antonio, Texas. This broadcast, which originated in Mexico City, was re-traedrfor those

>9 AGN, LCR, Expediente 512.3/16.
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who did not have the opportunity to hear it by Mexican stations in Monterrey and Tamglljlipas
Despite the fact that its primary purpose was to extend cordial greetitigsdther country.a
Prensaindicated that this speech, along with the onthefprevious year, had strong political
significance. Radio was utilized by Mexican government leaders to seadtag to the

Mexican population in the United States. By and large, transmissions such aethedeas
reminders that their government was aware of their current situation andneasreed with

their return migration.

Spanish-language newspapers also played a large role in preservingtaimihgus
Mexican music, patriotism and to a lesser extent, the Spanish broadcasts sii-Eamgjuage
radio stations. During their Spanish-language “block programming,” rtatiorss also hosted
live radio programs from theaters across the U.S. Southwest during the ‘30s. 1ot934, f
example, San AntonioFeatro Nacionabegan a daily broadcast callé@d, Hora Anadhuac
This program was transmitted over station KABC and was sponsored by “Déaadls Wbrks”

whose manager, José Davila Jr., was in support of the use of radio to diffuse Mexicarandlture

art.62 La Hora Andhuaaired for more than a decade and was a popular radio program that
attracted high quality Mexican singers. In 1935 when Mexican artists Ana Mamiandez,
Pedro Vargas and Raulito gave a performance in the Municipal Auditorium in San Antonio, for

instance, they visited KABC and gave a special audition dedicated to the Meaioanunity of

61 La PrensaMay 29, 1938, p. 1.

®2| a PrensaMay 10, 1936, p. 5.
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the city.63 Until the 1950s, Spanish-language broadcasts over English-language hp€db he

preserve Mexican music within the older generation of Mexican immigrartie idriited States.

Through the Spanish-language press, the Mexican community learned egetlyénen
was to know about local English-language and Mexican radio stations: their btwadoaars,
what music they would play, if a Mexican singer or artist was going to apppean the
program, or if a special Consulate member or head of state was going tespgeech during a
holiday or special event. In 1938, when tkka%a Mexicana de Musica Tomas Acuigd’San

Antonio, Texas advertised the latest model of Philco Radios, for instance, thadadlrssten

to the programs from Mexico City with a PHILCO Rad%” Lozano’s newspapers assisted the
formation of a consumer culture of Mexican products by Mexican immigrants andttheren

in the United States. Following the Second World War, for example, Mexican inmtsiguad
U.S. born Mexicans living in the United States were avid patronsagachirecords and

movies. Jesus Jauregui notes that in the 1940sp@sanosvere regular consumers of the

representations of Lucha Reyes, Tito Guizar and Jorge Neg?ete.”

Lozano’s close circle of friends and business partners included Mexican erdgrgpren
and radio station owners in Northern Mexico. In fact, the bond he had with the Mexican radio
scene was apparent during the 1930s when the programming and activities oh\Madica

stations were announced in the pagesaoPrensaor inLa Opinion His newspapers partnered

63 La PrensaSeptember 29, 1935, p. 6.
64
La Prensa August 311936.

> Jesus Jauregui, El mariachi: simbolo musical de México (México, DF: Instituto Nacional de
Antropologia e Historia, 2007), 378.
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with Mexican radio stations in their efforts to reach Mexican citizens aadsiport them back to

Mexico” through music.

Radio stations located in Monterrey, Nuevo Leon, such as XET, advertised their
programming irLa Prensa.NicknamedEl Pregonero del NortéThe proclaimer/announcer of
the north), XET boasted that they were the favorite among Mexican residents imttae U
States. The station’s advertisements read: “Are you Mexican? Do ydddkiean music? The

most listened station. The news of greatest concern. The most entertaining\pragra

diffused daily in northern Mexico by XE16.§ From 1937 to 1938,a Prensasponsored a radio
program over the station once a week. The “Radio prograbrad®rensa,” featured Mexican
singers and bands, orchestras, duets and trios which sang traditional and popular music. The

advertisements for the program read, “XET the favorite station among &tevasidents of the

United States...You could ‘Transport yourself to your homeland’ by “listening ta’)?l%T

La Prensdrequently announced live concerts aired from radio stations in the
Northeastern states of Chihuahua and Tamaulipas. XEMU of Piedras Negras|aC&ahui

example, featured a concert twice a month in which the students of an acclaimed piano
instructor, Esperanza Delgado, debqudn 1940, to commemorate their third anniversary,

XEMU, along with theClub RecreativdPiedras Negras,” hosted a grand ball in honor of the

people who supported the station living in the state of Coahuila and Texas. Months leearlier, t

66 La PrensaJuly 4, 1937, p. 4;a Prensa September 23, 1937.
67
La PrensaJuly 4, 1937, p. 2.

68 La PrensaDecember 17, 1939, p. 4.
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station had organizedamncurso de simpati@geauty pageangmong its listeners and the

winner, Miss Azalia Acufia of San Antonibexas, was selected as the queen of the fes?ls\)/ity.
Interestingly enough, all but one of the members of the “royal partyja@dminguez, who

was from Hondo, Coahuila, was from cities in southern Texas.

The Spanish-language press helped Mexican citizens stay tuned to Merigaamnpning
and assisted Mexican radio station owners in fulfilling their goal of broadgasto the United
States. At times, these papers also saved new commercial radio statiogeihg under. On
August 2, 1935, for instance, Carlos M. Kennedy, the owner and operator of station XEAN of
Ensenada, wrote to the Ministry of Communications and Public Works in Mexico City
requesting to increase the power of his station so that he could have enough adresgiem
the United States and the surrounding Northwestern states like Sonora and Chihuahuad He not
that only local businesses were using his station, since it was not benefidkfgn
companies due to the short reach of his station. In addition, the station did not broaglcast li

music, since it could not afford to pay thetists wages and used phonographic records during its

programming insteaé(.) Three months later, Kennedy wrote to the Minister of Communications
and Public Works again noting that he had reddii®pinion of Los Angelesthat a

commercial radio station in Hermosillo, Sonora had been authorized to transmit with &0 w
and was assigned the same frequency as his station, XEAN. Kennedy wrostethertd had

informed him that during the tests that XEBA had done, they had been unable to heaohis stati

The Buying Power of the Mexican Community

69 La PrensaMarch 24, 1940, p. 5.

0 AGN, SCOP, Expediente 22/131.6(722)/5.
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As the second-generation came of age during the ‘30s and ‘40s and participated in
the Second World War, some retained the practices of their parents of listening t
Mexican radio stations. Men serving in the U.S. Army or Navy, for instancedwoul
listen to Mexican radio stations in the middle of the night while stationed in @adas

North as Dutch Harbor, Alaska. This generation, which navigated two cultures and

: . - 7
languages “used radio to live within that reallty].”

Second-generation Mexican women, eithePashucasr Pochashad an
ambiguous relationship with mass media. In the form of Hollywood movies, dime novels
and romance magazines mass media entered their daily lives and led nieemy tf t
fantasize and covet the lifestyles promoted in these publications. Thus, asMrki R
notes, during the 1930s the media became an “agent of Americanization” influencing the

way these women navigated between the U.S. mainstream society and Mexigah cult

72
values.

Radio, which was an important tool and resource, oftentimes influenced the
acculturation of Mexican women. Aside from motivating people to purchase a home

radio receiver, the growing consumer culture of the first half of the twemgatury also

n Maggie Rivas-Rodriguez, “Embracing the ether’ The use of radio by theol\Atorld War
Il Generation” in Maggie Rivas-Rodriguez and Emilio Zamora, &#syond the Latino World
War Il Hero: The Social and Political Legacy of a Generafjaaostin: University of Texas
Press, 2010), 22.

2 Vicki L. Ruiz, “Star Struck’: Acculturation, Adolescence and the Mexican AcaariVoman,

1920-1950" in Elliot West and Paula Petrik, ed®mall Worlds: Children and Adolescents in
America(Lawrence: University of Kansas Press, 1992), 2.
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caused rifts between young women and their motﬁ%rWomen were in the center of
familial conflicts within Mexican homes in the United States. In Southerifo€ad,
first-generation parents became concerned with the effects cinema had gouhgir
daughters as they began to frequent the cinema more and more in the 1930s and 1940s.

In response, many parents desired to exercise control over the lives of thatedgug

especially when they wanted to be in public un-chaper(7)?'1e\doung women battled
against men like Zeferino Ramirez, for instance, wioalld not let his daughters attend
an English-language or Mexican theater, as he considered what tooknplauase
establishments as “immoral.” Instead, he wanted his five children to utalest
education possible and not be artists but industrial workers. A muleteer frotecéesca

Mexico, Zeferino believed his daughters “need to learn to work in order to sustain

themselves as if they didn’t have any money and were never going torg'etjrﬁ7a5

As consumers, Mexican immigrant women in the United States also maintained
close ties with Mexican music through the mass media. In particular, Amization

campaigns took into consideration the role of mass media in the assimilation oaiMexic

3 Vicki L. Ruiz, “Star Struck’: Acculturation, Adolescence and the Mexican AcaariVoman,
1920-1950" in Elliot West and Paula Petrik, ed®mall Worlds: Children and Adolescents in
America(Lawrence: University of Kansas Press, 1992), 2.

“ Vicki L. Ruiz has written on this topic séesom Out of the Shadows: Mexican Women in
Twentieth-Century Amerig@dNew York: Oxford University Press, 1998) and“Star Struck’:
Acculturation, Adolescence and the Mexican American Woman, 1920-1950" in Ellidtaiés
Paula Petrik, edsSmall Worlds: Children and Adolescents in Ame(icawrence: University
of Kansas Press, 1992), 61-80.

& Manuel Gamio, Notes gathered for his bddlexican Immigration to the United States
Bancroft Library, University of California, Berkeley, Reel 1.
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immigrants and worked hard at changing the cultural practices of Marmaigrants.

To begin with, one of the challenges reformers faced was getting Mexaagen out of

the house. In their opinion, it was important for women to leave and attend English-
language classes, as language was the gateway to an “American way ofdifevhen

women stopped attending the classes for a number of reasons, reformers blamed the
patriarchal Mexican culture and the traditional and antiquarian ways otiferien.

One factor which was overlooked as a cause for the drop in attendance, which could have
contributed to the resistance in “assimilation,” was that at home women had radios,

records and music.

Mexican women might have been isolated from English-language culture, but
they were entertained nonetheless. In the late 1920s, Maria Dolores de,Axj\8kn
Antonio, Texas, for instance, would “only go to the theater when Mexican vaudeville
shows are in town,” which traveled throughout the U.S. Southwest and northern Mexico

occasionally. Admitting that she enjoyed “Mexican music,” the most, Aguiladrtbat

at home “in my phonograph | always have Mexican soﬁgsl?\’egardless of their gender
or class status, the Mexican immigrant generation faithfully listem&tekican radio
stations during the 1940s and through the 1950s when their children were being

influenced by rhythm and blues and rock ‘n’ roll.
The Mexican Consulate

The physical movement of people, whether by necessity or not, is accompanied by the

e Manuel Gamio, Notes gathered for his bddlexican Immigration to the United States
Bancroft Library, University of California, Berkeley, Reel 1.
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movement of their customs, traditions, foods, and other cultural manifestations iikauke.
Mexican communities also made use of the Mexican Consulate which made it piassible
Mexican immigrants to listen to Mexican bands and singers or to tune in to Mexdtan r
programming. In their posts as diplomatic agents, Consuls were linked to theslargts
taking place within the post-revolutionary Mexican national theater. Moreoveyltheat
activities sponsored by the Consulate require further investigation, as tleeyeethe
government’s policy towards its former residents. Correspondence betweerxibarMe
immigrant population, Consulate offices and the Ministry of Foreign Relatiorgpnot only
that the overseas population was attune to radio; but, that they took interest in theatdh&ent

messages that official and commercial stations were projecting.

Since the nineteenth century, Mexican Consulate offices in the United Statesrad
as institutions entrusted to defend the rights of Mexicans abroad and preservdttivair c
integrity. In Los Angeles, for instance, during the first half of the twédntentury, Mexican
Consulates gave aid to repatriated Mexicans, helped organize agrioutiiorsd for better
wages and working conditions, and assisted the establishmentGdrthieé de Beneficiencia
Mexicana(The Mexican Welfare Society) which gave aid, shelter, medicalacat@assistance to

those in need.

In Mexican communities throughout the nation, Consulates also served a cultural
function and were also behind the establishment of a range of activities and evedisgribe
sponsorship of baseball clubs, church organizations, and mutual aid societies which promoted the
construction oMéxico de AfueréMexico Outside of Mexico). During the world-wide
economic crisis of the late 1920s and early 1930s, in particular, Consular actfigeted the

interests, needs, and aspirations of not just Mexican immigrants, but U.S. borandeasc
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77
well.

In the United States, Mexican Consulate offices spearheaded a number obedlcati
efforts such as building schools, libraries, and focusing on teaching the Spanistyéagd

Mexican History. Some argue that these were failed projects in the atteogpitrol the

process of the acculturation of Mexicans in the United Szgtééet in doing so, they fostered
cultural activities which Mexican immigrants in the U.S. had consistently tbtwkMexico for,
such as concerts and music. With the help of mass communications, they made the post-
revolutionary government’s cultural project advance within the Mexican conties of the
United States. Both Mexican and English-language radio stations, in fagtinefeided in the
activities used to strengthen a sense of national identity among thosébyimgd the

geographical borders of Mexico.

In particular, a number of first generation Mexican immigrants in the UnitadsS
longed to perpetuate the traditions of their upbringing and extend the true meaPatgaof

(Motherland), to their children. After all, oftentimes some of them weredfadchos. Music,

" Douglas MonroyRebirth: Mexican Los Angeles from the Great Migration to the Great
Depressior{Berkeley and Los Angeles: University of California Press, 1999), 7-66mbi

on this topic see, Francisco E. Balderramd)efense of La Raza: The Mexican Consulate and
the Mexican Community, 1929-19@&icson: University of Arizona Press, 1982); George J.
SanchezBecoming Mexican American: Ethnicity, Culture, and Identity in Chicano Los Angeles,
1900-1945New York; Oxford: Oxford University Press, 1995), 108-125. For an analysis on the
work of the consulate in the late nineteenth century through the Mexican Revoleatiduae
Gomez-Quinones, “Piedras Contra la Luna, México en Aztlan y Aztlan en dAé&diccano-

Mexican Relations and the Mexican Consulates, 1900-1920” in James W. Wilkie, Michael
Meyer, and Edna Monzoén de Wilkie edSgntemporary Mexico: Papers of the Fourth
International Congress of Mexican Histqierkeley: University of California Press, 1976).

8 George J. SancheBecoming Mexican American: Ethnicity, Culture, and Identity in Chicano
Los Angeles, 1900-194Blew York; Oxford: Oxford University Press, 1995), 109.
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in effect, was an avenue to make this connection and Mexican communities leanesson gra
roots organizations to honor and remember the homeland through music. Organizations
affiliated with the Consulate, in particular, dominated the public life of thaddexcommunity
during the 1920s. In the 1920s, for example, it was custom practice for local groups,thgch as
“Union Mutualistd (Mutual Aid Society), to sponsMeladas Musicalegvening gatherings in

which a variety of songs were sung by members of the community.

The support of the Consulate was displayed when Mexican bands toured cities in Texas
and California, which often took place during a Mexican holiday. As extensions of the
government, the Consulates were there to ensure that the principles and idedidexicha
Revolution were making headway in the United States. This was evident inip&dsatals in
the United States organized by the Consulate offices. At times, Consulatesmorderthern
Mexico crossed the border into the United States to attend important holidaysaticpatr
festivals organized by the Mexican immigrant community in Texas ordDaif. After attending
a Mexican Police Band concert on December 5, 1935, in Laredo, Texas, for instaneeXDani
Duarte, migration delegate of Nuevo Laredo, Tamaulipas, wrote the following:réphis is

the best way for those who are away to remember with enthusiasm the Motherlamdemd t

: . . 79
that the Revolution has not disregarded any sector as it has progressed forward.”

In some instances, these were memorable gatherings. In May of 1925, foreinstanc
Arturo M. Elias, who worked for the Mexican Consulate in Houston, Texas, reported thmat whe
the Mexican Police Band, led by acclaimed musical composer Miguel LerDejalta, played

during a local congress the performance drew a crowd of more than 10,000 people. Elias noted

& AGN, LCR, Expediente 135.2/146.
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that after the concert hundreds of Mexicans walked in unison from the auditoriuntHousten
Postoffices, where the band performed several numbers that were broadcabeaeelid.

During their two week tour in Texas, the group gave concerts in prestigious hotelsadadstime

San Antonio and Lared%o.

Emerging forms of technology aided the community’s gatherings. In swtaaces,
Mutual Aid Societies and Consulate offices relied on radio to demonstrate thenitooent to
Mexico; as in November 1925 during the Il Congress of the Representatives foueh@rBss
Brigades and the Honorific Commissions of Texas and Oklahoma. On that occaatha, a r

transmitter was placed in the auditorium so that the speeches and Mexicawouldibe heard

. : 81
in the surrounding area.

Mexican Consulate Officials were attentive to the efforts of the governméaving the
Mexican community hear music and state-sponsored bulletins. In December of 1926, the
Mexican Consulate office in Tucson wrote to the radio department and informed thém tha
order to take full advantage of the Mexican propaganda thMithistry of Public Education
delivered through XFX in the state of Arizona, the station needed to broadcastrbé®@eand
500 meters. This frequency change, in their opinion, would allow Arizonians to listerXto XF
without any interference from local stations in the United States. The Mirestlized that
changing its frequency to serve the needs of one state would mean that aihearcare not be

able to listen to their station, and responded by transmitting special musicatsoeckcated to

80Archivo General de la Nacion (AGN), Ramo Gobernacion, Fondo Direccién General de
Gobierno (DGG), Expediente 205-H-22.

81 AGN, OC, Expediente 429-S-14.
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specific regions of the United States. In addition, the radio office asked Cofisidl©fo

indicate the days that local stations were off the air in order to dedicateal spacert of “pro-

Mexico propagandaE.;2

In fact, during the 1930s, Consulate Officials tuned in and collaborated with Mexica
radio stations on a frequent basis. On December 4, 1930, for example, in partnership with
commercial station XEW, XFX sponsored a concert given by Mexico City Higbdbstudents.
This broadcast was dedicated to Mexican teachers and students living on the lhoeien be
Mexico and the United States and the Mexican communities of the U.S. Southweks phae
to the event, Consulate offices in California, Arizona, and Texas informed ¢n@mwanities of

this special broadcast, whose goal was in line with the mission of the SEP: usiogomus

. ) e 3
connect Mexican students and their families in both Iocaﬁons.

Because Spanish-language radio stations did not exist in the Uniteddbratgsthe

1930s, at times the Consulate members crossed the U.S. border into Mexico to make a live
appearance in a Mexican commercial radio station. Such was the case for thieoCloaredo,
Texas who traveled to Nuevo Laredo, Tamaulipas on November, 1937 when station XENT
transmitted a series of music concerts dedicated to President Lazaeo&@35add the Mexican
Army. The transmission was conducted in an effort to bridge the relationshipelbeltexican
soldiers and workers and was rebroadcast over local stations in the surroundinig adektion

to the music selection, which included bands, orchestras and the appearance of popuar singi

duet ‘Las Hermanitas Herrerdthe Consul of Laredo gave a speech in English and Spanish

82 Boletin de la SEPTomo VI, no. 1 (1927): 153.

83 AHSEP Exp. A-4/253.3 (73).
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. . 4
during this concer%.
Conclusion

The 1930s proved to be a crucial time in the configuration of Spanish-language radio
broadcasting in the United States and, more importantly, in the formation of a cognafunit
listeners, a network ahdioescuchasvho relied on Mexican songs, cultural programs and live
performances to create a sense of community based on a multilayered setagfjeseadvanced
by the Mexican consulates, the Spanish-language music industry, the culticrab gl

commercial radio stations and Spanish-language newspapers in the Uriged Sta

The presence of grass-roots organizations like Mutual Aid societies sBpanguage
newspapers and “block programming” over local radio stations underpinned the unity of the
Mexican immigrant and Mexican-American population and aided the developmentsoftake
activities of Mexican communities in Los Angeles and San Antonio. Moreover, an unohtende
consequence of radio broadcasting was the revelation of the buying power caiMexi

immigrants and U.S. born Mexicans.

84 La PrensaNovember 2, 1937, p. 5.
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Chapter V
From Michoacén to the Million Dollar: Men, Women and Music

in the Transnational Radio Industry

The artistic careers of Maria and Margarita Padilla, the members bfakiean singing
duet,Las Hermanas Padilldhegan on a summer afternoon in 1936 at a park in Pico Rivera,
California. One day, as Maria recalled, “they set up stands [in the park]eawene walking
around barefoot by a small lake there...then, they announced over a microphone that there was
going to be a singing contest and my brother asked, ‘Why don’t you enter?ifiebeivlaria
said the suggestion immediately brought tears to her eyes. However, sin@ssheniliar with
thecorridosand Mexican songs that her two older sisters, Margarita and Rita, frequenttsung

home, she agreed to participate and sang the &l&thballo Bayo” alongside Margarita.

: . . 1 .
Hours later, the teenaged sisters went home with the first place prize.

The events that transpired that Sunday afternoon were common among Mexican
communities throughout the United States. Since the nineteenth centuryeddroiin
California to Texas spent evenings and weekends outdoors at picnics, celebratifastiaals
featuring food vendors, artistic contests, popular dances, and athletic canpetéi nights, in
the local or tent theater, they attended film screenings, live musical parfceshor local variety
acts where comedy sketches were frequently displayed. What made thatgrattiy

memorable for the Padilla family was that Ramoén B. Arnaiz, a radio anncamt@resident of

! Interview with Maria Padilla, March 15, 2009, conducted by the author.
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the local chapter of theBeneficiencia Mexicanaa Mexican welfare society, was walking
around in the crowd at the exact moment that Maria and Margarita were sifigiking note of
the girls’ innate talent, Arnaiz approached their father to ask if his daugbtddsperform in the
Spanish-language radio program he hosted over local English-langdagstation KMTR.

Mr. Padilla hesitated, realizing that having his daughters pursue cafeetisis” might tarnish
the reputation of the Catholic family, but he agreed nonetheless. Weeks lataraivir
Margarita debuted in KMTR singing the Mexican ballads and songs they haeldddam their
mother at home. Within a year, she and her sister recorded albums witheuajdrlabels such

as Blue Bird, Columbia and Vocallion; shortly after, the two Mexican-born sinigek up

. . . . 2.
artistic tours throughout California, Mexico and South America.

Las Hermanas Padilla’success story is a microcosm of what took place to dozens of
aspiring singers, actors, and performers within Mexican communities of thed8tates during
the twentieth century. Maria and Margarita quickly rose to stardom becatlseiwiportance of
Mexican music to the Mexican immigrant and U.S. born Mexican population, the persiared
vision of entrepreneurs such as Mr. Arnaiz, and thanks to mass media instrumeattidikieat
diffused their music. This chapter analyzes some of the careers of men anad iwdhneeradio
industry including composers, interpreters and actresses. The radio indhsthypbecame
professionalized in the 1930s, created new spaces and opportunities for men and women. In
radio, men could assert their masculinity as broadcasters or through spegiiegming and

moving the audience with patriotic songs while women were at a crossroadshaoerception

2 A similar situation took place in Texas with the guitarist and singer IMdradoza who was
“discovered” by Manuel J. Cortéz, a pioneer of Mexican-American radio brdaugasthe
1930s. For more on this see, Chris Strachwitz, and James Nicoldpid@Mendoza: A
Family AutobiographyHouston: Arte Publico Press, 1993), 76-78.
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by the upright Catholic society if their work was considered “decent” or g€’ On one
hand, they had to fight against the negative stereotypes associated wghsartistas loose
morality and extravagant lifestyles, and on the other, there were new space®r them

thanks to radio which they could pursue. Thus, radio created new spaces offeriagdne

women the opportunity to step outside of pre-determined gender roles.
The Mexican Radio Industry in the 1930s

The professionalization of the radio industry during the 1930s was possible thanks to a
number of skilled workers including commentators, artistic directors, composens, gingers,
telephone operators, technicians and engineers. Some of these positions, sutie as artis
directors, emerged as the industry expanded; others, such as telephone operatprs; wer
existing jobs fowhich workers generally did not have to make any adjustments when they
transitioned into working for the radio. Before commercial radio appeared iBaheworkers
in this sector were admired for their valor and passion for the radio. In Augustd®©24, f
instance, station CYLEI Universal llustrado-La Casa del Radieceived a number of
compliments by the press for their live radio programs, which at the time inclyugtenic

concerts, piano recitals and orchestras. The editor noted that even though thereaadut

. . o3
singers were all amateurs, they “give themselves to the art out of purfedadave

In the 1930s and 1940s, radio was a growing industry offering a range of new job
opportunities for men and women. During the professionalization of the industry, numberless
aspiring singers and actors traveled to Mexico City to seek fortune andnfannadio station.

Once in the capital, those who were fortunate enough to sign a contract with aatiio st

3 El Universal Augustl16, 1924.
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became part of a new and promising industry. In the 1920s, women in Mexico weregehter
workforce in greater numbers and were influenced by modernity and the techalologic
developments of the times, such as the typewriter at their place of work odithatraome.
Had it not been for the rapid growth of radio in the following decade, the singersiamsisind
broadcasters with whom the public was well acquainted would not have existedd bidtea

singer known ata Torcasitawrote the editor oRadiolandia,“"we would have a more or less

. 4
useful stenographer, which, as such, would not earn more than two or three pesos a day.”

The radio project extended outside of the capital city and by the 1930s, radio stations in
the provinces were flourishing. Commercial stations in the states of Sonora, Chjhuahua
Tamaulipas, Nuevo Ledn and Veracruz recruited a large number of singers sischadisent
them to Mexico City if they wanted to test their luck making records orayaontract with a
large commercial station. By 1930, radio was part of daily life for a largemage of
Mexico’s rural population, like José Sanchez, who was operating an experimeitdalisthis
village of Mineral del Monte, Hidalgo. In 1934, Sanchez wrote a letter to thetetimf
Communications and Public Works in Mexico City requesting that he be allowed tgedhan
frequency of his station in order to satisfy the curiosity that radio had braulgisttown. “The
concerts have been accepted by society and the general public of thisecitydte. The
broadcasts, however, had awakened great enthusiasm within a “great nundugh @ingl young

women geforita3 who are fans of singing and music, who ask me to continue to lend them my

. . .5
station and have more transmissions.”

4 Radiolandia March10, 1943.

Archivo General de la Nacién, Fondo Secretaria de Comunicaciones y ObraadPublic
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In some instances, the careers of some singers began in stations in the provinces. Fo
example, the artistic careers of Paz and Esperanza Aguilasdtermanas Aguildgegan in
their home state of Jalisco. In 1934, the sisters befriended a man who workedoiorx&Ea: of
Guadalajara. “One day he invited us to play football,” Esperanza recalledirsbwd had to
accompany him to his [radio] program. His duty was to play the piano for one hour. elhsyas
for him to ask us to sing so we did.” Even though the sisters had never sung into a microphone
or appeared in a radio station before, they enjoyed the experience. Their fridmelptret
hand, received a warning from the station’s owner. “Two days later he was repiaimarney

accused him of playing records instead of appearing in his program. When it lnéeanteat

L . . 6 oyir:
we weren'’t ‘records’ they invited us to sing again,” she saWfithin a monthLas Hermanas
Aguilatraveled to Mexico City where they became very successful artigisgifor various
commercial radio stations, recording albums with major labels and tourirly &at South

America.
The Performance Industries and Women

In Mexico, women had been drawn to the life of the theater and pursued careers as
singers, dancers and performers since the nineteenth century. This pathgaerdt‘the
conventional prejudices and lies of the female world, which directly aim to keep &er a
‘servant’, and ‘dependent’ upon others.” Early pioneers were women like CelisaPatiid had

thrown “herself into the theater, to gain a defined personality and ‘indeperitidiesican

(Hereafter AGN, SCOP), Expediente 22/131.6 (724.6)/1

6 Bertha Zacateca¥jidas en el aire. Pioneros de la radio en Méxigtexico, DF: Editorial
Diana, 1996), 33-34.
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women working in the theater, like Padilla, established the path for vaudeville actbradio

. 7
singers years later.

For women, the radio industry opened up new possibilities. Working in radio physically
placed them in a new and unique position, the stage or studio. In Mexico’s provinces and across
the border into the United States, women toured Wathtro de Revistaompanies, singing and
acting in radio studios, night clubs and theaters during the 1930s and 1940s. Because
transmissions were heard all over the nation and in cities like San Antonio andd&lsAn
their voices had the capacity to reach private places: homes, bedrooms, livisg cabarets,
night clubs and other unknown spaces where “decent” women were not physically alowed t

enter.

In fact, the advent of mass media of press and radio during the early tweetitity
represented a permanent intrusion into the domestic space which broke down thedsstinct
between public and private spheres. As scholars have pointed m#wtmeass means of
communications like radio, in particular, were able to reach an audience of womeaibn a

basis; allowing governments, businesses and commercial stations accesstitely new

. 8 . . . . .
audience. In Mexico, womemnesponded either by staying at home glued to their receivers as

they listened to the voice of the crooner “make love” to them through soft romandic or, by

finding ways to travel to the cities and begin a career in the budding inaumrmost cases,

! El Universal llustrado December 17, 1925.

8 Victoria De GraziaHow fascism ruled women: Italy, 1922-19Eerkeley: University of
California Press, 1993).

9 Elizabeth Joy Haye®Radio Nation: Communication, Popular Culture, and Nationalism in
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the women who arrived in Mexico City from the surrounding states to work in a radio station ha
little or no experience behind a microphone. Such was the story of the singer, “Guaalalupe |

Chinaca,” who moved to the capital because she was escaping familial obligatiensative

10
state of Oaxaca.

As middle-class women entered the labor force in Mexico during the 1930s and 1940s as
teachers, secretaries, and office clerks, a segment of them got intanddank jobs as singers,
actresses, operators and programmers. Working in radio had advantages hegtt¢éheind
cinema lacked, like the privacy of singing in a studio. Yet, in the radio industryembad to
overcome the same barriers which other working women in Mexico had to endure; naenely, t
beliefs around traditional sex and gender roles in society that confined them to tharicbm
made public life disreputable. There was an indisputable level of control by themewns,
which put an end to programs with “immoral” content. In the 1940s, censorship was
commonplace in the entertainment and mass media sector. In radio prograRaslidkeovelas
-the antecedents to the Mexican soap opera- “we were not allowed to use ceudaifikeor
divorce, cancer, and others,” noted Rita Rey a radio actress at the time. In ordeeteinet
reproach by the government, radio stations managers told actors and actrgdsad thd&eep

certain morals and, at times, “controlled our personal lives,” as Emma Telmo, thieenodst

celebrated radio actresses in Mexico City during the 1940s, adr%lltted.

Mexico, 1920-195QTucson: University of Arizona Press, 2000), 23.
10 . .
Bertha Zacateca¥jdas en el airg46.

1 Bertha Zacateca¥,das en el aire189. For more on the morality campaigns of this era see,
Anne RubensteirBad Language, Naked Ladies and Other Threats to the Nation: A Political
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Radio offered women employment and an opportunity to leave their home. Many of
them began their careers in radio when the industry was still forming anésalare not given
to all employees. In the mid-1930s, when she was only thirteen years old, faex@aquel
Moreno began singing and acting in one of Mexico City’'s commercial radiorstdor several
years without pay. As the radio industry grew and the opportunities to go abroad opened up, the
performer landed a contract to travel to the United States. There she took aijudp Miexgcan
and Latin American folkloric songs for the CBS short wave radio station in NekvQity.

Given her previous position as a non-paid employee, it was understandable that in1Bd@sid-

. . 12
her foremost goal included to “live, travel, have fun and above all make money.”

Some began their careers very young, like the radio actress and singer, Mamioléa
who was discovered in 1931 at the age of twelve by the artistic director ofidit/attending
a live radio program with her mother. At the time, the station transmittedafistordio above
the Cine Olimpiain downtown Mexico City. “You had to climb a lot of stairs,” Arriola recalled,

“l was sitting taking a break when Pedro de Lille walked by and askedlmmanf). They

. . . 13
needed a girl for a radio program. He gave me an audition and | passed.”

For women with a background in theater, radio opened up new career opportunities. By
the 1930s, it became possible for singers to alternate between working in the radio and the
theater. The rise to fame of Maria Antonieta Peregrino, otherwise knoWotiada Negra

(Tofa the dark skinned woman), is another example of this case. Tofia, who had briltiess suc

History of Comic Books in Mexi¢g®urham: Duke University Press, 1998).
12 .
jOiga!, May 13, 1944.

13 bid., 33-34.
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in both the radio and the theater industiggan her artistic career in 1932 during a contest of
jarochomusic, or music from the state of Veracruz, the home of the singer. According to the
story, Agustin Lara attended this competition and, after hearing therparfoe of Peregrino,

advised her to accompany him to Mexico City where she could develop her talesmgesra

Once in the capital, she debuted in Teatro Esperanza Iriand on radio station XEV1VA.'

Tofla was admired so much by the public that the following year she was on tour with
burlesque playwritten and composed by Lara. Shortly after her first tButJniversal
llustradointerviewed the emerging star and asked her about her future plans. She@nswere

“learn much, since, | don’t want to only dedicate myse#fdnesand tropical songs, | want to be

. 15 " .
a singer to the fullest. ~ Because the ambition of many women at the time was twédedte,
a soloist combination of singer, dancer and actress, it was possible for asingee ambitions

to be successful in both theater and radio.

One of the multiple ways a radio star was born in Mexico during the 1930s, according to
the nation’s leading newspapers, was to have an “artistic godfather.” Fonwihiese tended to
be older men who were composers and sometimes artistic directors and took theradmthe
studio for auditions. An example wBR®sa del Rio, who tried out for the prestigious commercial

station XEQ thanks to an interview which her “artistic godfather,” the composendli

14 El Pais de las Tandas. Teatro de Revista 1900-1®4éxico DF: Consejo Nacional para la
Cultura y las Artes, Direccion General de Culturas Populares e Indig&&43, 130.

15 El Universal llustrado February 23, 1933, p. 16.
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P 16
Renteria, arranged for her.

After 1930, when commercial radio stations began to thrive throughout the nation, a large
number of women were drawn to radio, seeking employment as singers, acirdegareters or
even telephone operators. Yet, the unfamiliarity tih@tgeneral public had with the new
industry led some, particularly well-to-do conservative families, to agsa@adio singers and
actors with burlesque and vaudeville actors, or even cabaret dancers. Infarmstamding in
front of the microphones for the first time, let alone touring abroad, aspidimsiagers faced

opposition from their families over their line of work.

The first barrier Mexican women pursuing a career in radio had to overcome was the
concept that women could not sing in public. Often, families held conservative bletafs a
women singing outdoors, especially the generation of parents whose childrenfcage after
the Mexican Revolution. Tejano music star Lydia Mendoza, for instance, twrethat her
mother frequently sang at home when she was a small child. “If she were to have had the
chance, she would have made a big career for herself as a great stagselshe had an

exceptionally pretty voice,” recalled Mendoza, “But her family would never haweetdl her to

sing in public, only at homel.’7

Those who chose to sing and act in radio stations, then,
challenged the expectations about female behavior in public that was set ibyptaree

Mexican families.

Another way a family interfered with the careers of women in radio was syiguiag

18 Radiolandia April 15, 1942.

17 Chris Strachwitz and James Nicolopuldgdia Mendozall.
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the respectability of their jobs as radio singers. In the summer of 1936, before theygbas
Hermanas PadillaMariaand Margarita were young girls attending a festival at a park in
Southern California. Instead of approaching them directly, Maria noted thatibeannouncer,
Ramoén Arnaiz, asked their father if she and her sister could appear on his Spayialgdan
radio program in Los Angeles. Initially, Mr. Padilla was apprehensive al®dabghters
becoming “artists,” and the negative connotation this had for a strong Catnali do had

fled Mexico during the Cristero Rebellion, a time when the Mexican governmend gaest

the Catholic Church. Yet, to the delight of his daughters, he eventually gave indea%Se i

In Mexico City, parents of talented female singers responded in a sirajaiovthe idea
of having a daughter become an “artist.” Radio actress Amparo Montes recalladté&ndter
first audition for station XEQ in 1941, she received offers to sing in various calhaoetghout

Mexico City. “As if my dad would let me sing in a place like that,” Montes notedritig those

. o . . 19
times even singing over the radio was a tremendous thing for parents.”

Mr. Montes’ or Mr. Padilla’s concerns for their daughters were not unwarrantathgD
the first half of the twentieth century having a single daughter work in theethgas not an
honorable career to many “decent” Mexican families. Working for a radiorstaduld be a
more respectable career than the theater, but not completely free ofysciitithe older
generation, working in radio took women to “dishonorable” places. In Mexico, the oppressive
climate of the 1940s, which was strengthened by Catholicism, viewed women who woittked i

entertainment business as “lost women.” Women in radio were grouped together herthdsal

18 Interview with Maria Padilla, March 15, 2009, conducted by the author.

19 Bertha Zacateca¥,idas en el airel65.
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. o . . . 20
cabaret singers anmdmberas those who “embody femininity with a negative sign.”

Additionally, an obstacle women faced was the concept that after mam@gaikdren,
working in radio was no longer needed. Since many women in Mexico began singidig im ra
their teens or early ‘20s most were single when they began theirscaBagryears later after
they made a name for themselves, women who worked in radio had to ascribe to ttetiexpec
placed on other women, such as leaving or suspending work to have children in order to protect
the marriage and continue to adhere to the duties of the house. This was valued more
importantly than a job. Those who returned to work after childbirth or divorce confronted the

criticism of the public and, at times, even their family.

This was true in Mexico and within tiMexican immigrant community of the United
States. Lydia Mendoza recalled that after she was married and hagthaadghter, her friends
and family told her husband, “that | was married now, and that | had to dedicate toyseif
and to my home, to my little girl.” Lydia, desiring to continue to sing and tour the UnidgzbS
wrestled against ideas that “going around singing wasn’t the properrlderéspectable married

woman.” Concerning her husband, she said “They put it into his head like that, that he shouldn’t
permit contracts and the he shouldn’t allow me to perform in pu%Jﬁdr‘i the 1930s, as the
level of professionalization increased in radio with the surge in commercial tatioms,

women were sought specifically for different tasks: singers, aeggesscretaries, and, most

importantly, interpreters.

20 Elsa Muniz, “Del micréfono al aire, trayectorias de quimeras: Lupitai&&t630-1950)” in
Lucia Melgar-Palacios, edPersistencia y Cambio: acercamientos a la historia de las mujeres
en México(México, DF: El Colegio de México, 2008), 245.

21 Chris Strachwitz, and James Nicolopulogdia MendozalO1.
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Interpreters

Within the Mexican commercial radio industry, one of the most coveted positions for
women was that of an interpreter. In the 1930s and 1940s, while radio composers like Mario
Talavera and Agustin Lara wrdieleros station managers and artistic directors sought male and
female voices that truly carried the emotions of their songs. Beingaasiader and an
interpreter were not one in the same, as the latter implied that among dozenpedtprame
person was the only suitable voice of a composer. Therefore, given his contenticusaamatr
lyrics that made him a popular figure in Mexico’s music scene, it was notssugpthat

throughout the nation women of all ages dreamed of being one of Agustin Lara'stetstpr

Since the early ‘30s, Lara had worked with a handful of male and female iteespri
this position became open, auditions were held in the studios of radio stations in Mexicim Cit
1942 during one of these try-outs, hundreds of women lined up in front of XEW'’s station on
Ayuntamiento Street. In the crowd was Alma Graciela, a 15 year-oldgwrhad left school
because she “listened over ‘W’ that Lara was looking for an interpre@mce her parents found
out she had gone to the audition they reproached her and advised her to pursue another career

Unwilling to let go of her teenage dream, Graciela insisted on being phd midustry; a year

o . . 22
later she was singing before the microphones of XEB, earning a meaggr salar

Graciela was successful as a radio singer, but not lucky enough to have beeanashos
the coveted interpreter of Agustin Lara. Those who were, like Aurora Mufioz, usaclprior
experience as singers and entertainers. Mufioz was a Mexican singer whanhatbspéhan a

decade in the United States where she had landed a record contract for ‘@ethatl

%2 Radiolandia April 16, 1943, p. 6.
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experience in the theater, radio, and even cinema. In 1944, then, when Lara invited her to
interpret some of his latest compositions in Mexico City, she accepted. ifiemagvas so

happy,” she said, “l was always a great admirer of Agustin Lara’srandil never thought |

. 23
would get to be one of his interpreters.”

Women'’s appearances in public places of entertainment as spectatas aresdction
by the public. Between 1920 and 1940, movie houses in Mexico were places where morality
was in question, the threat of violence was at hand, and at the same time, young then coul
display theirmasculine behavior. Female moviegoers in the urban centers who frequented this
new space did not find much support at the movie theaters for a variety of embodiegsdentit

For them, going to the movies meant affiliating themselves with a sirgie\of femininity:

. . 24
the modern girl, also known as the flapper,¢higa modernand thepelona.

Broadcasters and Commentators

For men, the new space etched out by the commercial radio industry became a@rplace f
them to define their masculinity. During the amateur radio era of thel&#0s, men viewed

their engagement in radio as feminine activities that were permissibiteen, such as chatting

and eavesdroppinzg‘rf In Mexico, theliga Central Mexicana de Radimhose membership

23i0iga!, June 17, 1944.

24 For more on th€hica modernaee, Joanne Hershfieldpagining la chica moderna: women,
nation, and visual culture in Mexico, 1917-1988irham: Duke University Press, 2008).

25 Susan J. Douglad,istening In: Radio and the American imagination, from Amos ‘n” Andy
and Edward R. Murrow to Wolfman Jack and Howard SfRiew York City: Times Books,
1999), 50.
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exceeded more than 300 people in 1923, was a place for these gendered actions ¢séd. exer
Working for the radio as a broadcaster was legitimized in several waybehydvernment

fused the cultural project with professionalism through the examination condydtssl b
Ministry of Communications and Public Works, SCOP. Male broadcasters joined radia from

number of places. Some had multiple jobs, like “baritone-boxer” Manuel Flores, whosplit hi

. . 26 .
time between working as an announcer for XEB and the rinBut generally, they took their
jobs with professionalism and seriousness. As the industry grew and men continutdteto be

engineers, artistic directors and general managers it maintainggkitisisred division of labor.

When women took jobs as broadcasters they exerted their sense of importance within
society. Radio broadcasters were the first to play a vital role in conahedio because they
targeted specific sectors of society, emen, as audience members. The anonymity of radio
gave radio reporters like Margarita de Silva an opportunity to comment @mcawents. In
1943,Radiolandiareported it had recently added to its staff de Silva, a prestigious commentator

in Mexico City who “with her efforts and critical capabilities converted w@mtating into a

profession.27

In the 1920s, when women first approached the microphone as broadcasters they were
respected. Government-sponsored station XFX, in particular, selected a numbereoftadra
part of their gender-specific programming which targeted the midaks-arban population
during the late 1920s and 1930s. These commentators were professionals —doctorsndurses, a

teachers-who were serving a specific purpose for the station, which wassimitreducation

26\/EA November 23, 1934,

27 Radiolandia Januang0, 1943, p. 7.
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through the air. For instance, one of XFX's broadcasters, Professor E.Q. del B®zajdvo

“awaken brains, the one who opens hearts to a life of loveamdnientosthe one who shapes

the habits and who molds characters for good and for%gad.”

By the following decade, as commercial radio stations implemented live radiaprs
and a higher caliber of music, radio programming began to be more compléixe amonber of
male and female commentators increased. Educational programs for women quiakig be
aural “advice” columns where women answered correspondence from lisiadegave timely
suggestions. Carmen Madrigal, for example, was a woman whose daily progfaman to

Woman Club,” transmitted over station XEFO, was said to have a vast number of female

“members” in the late 193&59.An0ther program led by “Carmina,” who also had an advice
column on the pages deamagazine, had a following of over 17,000 women. Faithful listeners
could request official membership cards from the radio station and communiitatbeshost

and broadcasters as well. One such audience member, Emilia Raudén de Aldana, wrote t

Carmina on July 7, 1934, “I have been listening to the talks that you, successfulgsaitd

. . . .30
housewives, to modest women who suffer the daily struggles of their environment.”

Mexican gender codes gave men more freedom than women and as commentators like
Carmina were acquiring faithful listeners, they were also beingizet in the pages of the

newspaper. For instance, regarding the usefulness of Carmina’s prografmgRaubbserved

28 Archivo Histérico de la Secretaria de Educacion Publica (HereafteERHEXxpediente A-
4/235.3(73).

29 Radio Directorio de Méxicd, 937.

30 Mujeres y deportesuly 14, 1934, p. 11.
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“the only thing that | am in agreement in and which | thank her, is that her aolvrearied

women is always that they need to be sweet and affectionate to their poor husbandls. Tha

3

Carmina!™ ™~ Evidently, insulting the voice or presence of women in radio was separate from

agreeing with the message of the programs that gave housewives advice.
Composers

In the 1930s, during the heyday of tiero, Mexican radio composers were considered
passionate and overly romantic. They “always talk about love” noted singer Esp&gaiiaa

“I have not come across one optimistic song, they are always passionatgsyashe

expresseg. Female composers displayed similar qualities. In her music, composgrieist |

Maria Grever, was said to display “her soul, the sentimental romantic soultnfahéispanic

. 3
American woman, who feels when she doesn’t cry and doesn’t cry when she ?eels.”

In order to be successful in the growing competitive industry, composers had to
constantly produce new music. By 1942, Agustin Lara, for example, was a patifioser

who drew from the vast coffin of feelings and emotions. Labeled “the singer ef"ice style

. o . 34 , L
of music Lara was composing, garsileria“revolved around sexuality.” Lara’s rapid rise to

fame, according to others, was due to “his morose and sexually stimulatosg Which cannot

31 pid.

32 Radiolandia March 20, 1943.

33 La PrensaMarch 26, 1939.

34 El Universal llustrado June 15, 1932.
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bring anything cultural or edifying to the peopﬁe‘r).”

In fact, some believed that Lara knew that in order to be popular he had to apgéal str
to the female population. Lara made money conquering hearts and smiles. “This wa
greatest victory,” wrote a critic in 1932, “that to succeed and gain populardgyjuall he had
to do was convert himself into the singer of women, and since he already knew the srauly of
downtrodden and tormented women, he put in verse the vulgar details of the great human sorrow
and began to be a poet more than a musician.” The Mexican female audience antptiseg

“understood each other and his songs became the complaint of the delusional and the sinful

. . . - 3
vibrant desire of the innocent virgins,” he Wro?e.

Along with their male counterparts, women also became successful radio eosnpos
during the 1930s and 1940s. “The weaker sex has given to composing,” noted one critic,
“women have abandoned their domestic duties to dedicate themselves to comphsses a
semitones.” Some even achieved international recognition, such as the compaddedali
whose songEspejismo” (Mirage) was recorded in New York City by Afro-Cuban singer

Miguel Valdes. In the mid-1940s, Elena had been offered a record contract with Sddtiser

Company and toured the United Sta%sé\nother noteworthy Mexican female composer of the

early twentieth century was Consuelo Velazquez, whose 1941 BBlesame Mucho’(Kiss me

% La PrensaJuly 4, 1937, p. 2.

36 El Universal llustrado June 9, 1932.

37 Radiolandia Augustl, 1946.
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. . 38 . . .
a lot) received global attention. During that time Velazquez traveled back and forth between
Mexico and the United States making special auditions and recording some of her othe

numbers.

Radio transformed Mexican music into a product that was not only worthy of export but
also profitable for composers. Within the group of composers who worked overseas,hane of t
most notable people to attain international recognition was Maria Grever, wHittbeéfieom
the exposure that both Mexican and U.S. radio stations gave her music. Grever, whoezbnsider
herself Mexican, lived most of her life in New York City, teaching and compakirigg the
1930s and 1940s. In 1938, her song “Ti Pi Tin,” in fact, was awarded the most popular song of
the year by the American Society of Authors and Composers. As in Mexianrtiposers in
the United States leaned on records and radio to diffuse their music. Spanistgéangu
newspapen,.a Prensanoted that not only was Grever “glorifying even more the name of

Mexico, of the Motherland” but her song was selling a large number of records and was popula

in the radio show, “Hit Parade,” broadcast by NBC rg’gio.

At times, composers were blamed for producing song lyrics which aroused people’s
feelings and made them behave in certain ways. In the spring of 1937, for instaes& E
Cortazar, who wrote the lyrics tdu ya no soplas”(You don’t cut it anymore) was caught in a
bind when this song reportedly caused suicides and duels between lovers. The song was

compared to Agustin Lara&ursimusic, which moved the people of Mexico to do unthinkable

38 The song, which is translated into “Kiss me much” was one of Jimmy Dorsey’dgap thie
late 1940s. It was also popularized by Placido Domingo during the 1980s and has rebeived ot
notable attention over the years.

39 La PrensaApril 2, 1938;La PrensaJuly 18, 1938.
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. . 40
things and, as X. Campos Ponce eluded, was even closely linked to the lower classes.

According to the critics, the song had been so degrading to women that certain radio

stationsin northern Mexico banned them from their programming due to the controversy of the

Iyrics.41 As in other arenas in society, women were caught in a paradox when it came to their
role within mass media, either as singers or as subjects of popular songgarapte, while
boleroshelped preserve women as objects of desire, in public theaters and movie houses singer
like Lucha Reyes performed a mélangeasfcherasongs and modern ballads with titles such as,
“La tequilerd (The Tequila Drinker) andYo me muero donde quiérd will die where | feel

like it).
Music and the Voice

Mexican music was recognizable over airwaves across the globe. Sid®&d se
composers took their work and exposed the world to Mexican music in orchestra halls and
auditoriums in Europe and North America. The composer Manuel M. Ponce’s song,
“Estrellita,” was played in auditoriums in the United States while Alfonso Esparza Oteo’s
music;Un Viejo Amor,” was translated into four languages. Juventino Rosas was another
musician whose waltZSobre las olas,”is one of the most famous Latin American pieces in the
world. Archival data proves that this was, in fact, a recognizable number. Fdmonhe in
Cincinnati, Ohio, Rudolph Kuré wrote a letter to Mexican radio station XFX on March 1, 1931

confirming that he had used his short wave receiver to tune in to a program wheganishS

40 La PrensaJuly 4, 1937, p. 2.

M La PrensaJuly 3, 1937, p. 4.
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. . . 42
tenor sang the beautiful Mexican waltz entitled ‘over the waves.”

At this time, the distribution of other forms of Mexican art spilled over to U.S.
mainstream society. Since the late 1920s the Anglo-American audiencepesascio Mexican
paintings, music, theater and to a lesser extent, cinema. Writing from hasgostign
correspondent in New York City during 1930, Mexican journalist Luis Sepulveda noted that

“today theCancién Mexicands a staple in North American life. At all hours radio stations,

43
bands, orchestras and concert halls play the songs of MeXico.”

Thecancion mexicanaoincided with the massive rural to urban migration process taking
place in Mexico during the first three decades of the twentieth century.nilisic was “the
genuine product of theueblo,born in the modest dwelling places of the poor. Itis simple,
painful like the life of a laborer, filled with hope like the dawn.” Because ofaseaonnection
with the rural and uneducated classes, in effect, Mexican popular music was sgutmed b

upper class members of society. Only a portion of the middle class andfdi$&w(dandies)

were said to be sympathizers of this st‘lﬁe.

During the 1930s, new distinguishable urban sounds appeared in Mexico; in particular, a
style of music labeledursi (genteel or tacky) emerged in the cities. Whiledecion

mexicanahad an ability to interpret the feelings of the people, this genre of music, wésch w

42 AHSEP, Expediente A-4/235.3(73).
43 .
El Universal llustrade July 31, 1930.

44Juan S. Garriddiistoria De La Musica Popular En México, 1896-19%&xico, DF:
Editorial Extemporaneos, 1974. 23, 189.
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more “romantic,” separated itself from Mexican popular music by abanddreragbration of
Mexico’s past and focusing on individual feelingssentimientosthrough song lyrics. This
shift away from nationalism and a collective identity to the ego also took pidue the larger
entertainment industry; specifically, in theatro de Revist@Musical Revue) At this time,

songs, theater and film became sentimenBgVvistamoves towards intimacy, music abandons

. . . . 45
collective causes and installs itself completely in the heart.”

Since the early twentieth century, Mexican composers such as Miguel deffejada
had incorporated romantic themes in music, yet the major difference betweamdleiarlier
trends was the introduction of Cuban themes and melodies, most importabiyeite
Imported from Cuba in the late nineteenth centuryptiiero circulated the Yucatan Peninsula
and the state of Veracruz before arriving in Mexico City and was popularizée lyrival of
Agustin Lara to the stages and studios of the nation’s capital in 1928. Lara pf¢isebtdero

“in a very personal way,” through song lyrics that gave reference to deegssims of love,

.46
loss, regret and passion.

Aside from being more individualistic and less patriotic, compared witbaheion
mexicanatheboleroalso was important to the overseas Mexican audience because its lyrics
lacked a specific setting and were spoken directly to the roles of men and worneietyn s
Generally boleroswere straightforward and included feelings of loss, regret and desirgs Son

followed the model of Mexican popular music, but the lyrics were more directipgstaet me

45 El Pais de las Tandas. Teatro de Revista 1900-{8K¥&ico DF: Consejo Nacional para la
Cultura y las Artes, Direccion General de Culturas Populares e Indigog43, 112.

46Juan S. Garriddiistoria De La Musica Popular En México, 1896-19883,
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seduce her,” as opposed to, “Seduce her,A'Z:irB'ecause they adopted this different method and
their music spoke of emotions thmen and women were not supposed to feel, at first, this genre,
and its producers, was not included within the canon of “popular” music by the fathers of
Mexican music such as Manuel M. Ponce. In fact, in the late 1930s, Ponce consideréckthe lyr

of bolerosto come from “degenerates” since the rhythms and words followed those themes

. . 48
Additionally, they were escape valves for many housewives, he noted.

For much of the 1930s and 1940s the emotions expresbetenosdid not respond to
the expression of theueblq like traditional Mexican popular music, but instead came from the
personal experiences of the composers. In germaralposers who were labeledrsiand wrote
boleroswere true to a “sentimental spirit” and took refuge in personal feelings, asedpos
interpreting an authentic popular sentiment, which those who labored towards prodtiomg na
music did. Lara, in particular, because he did not choose to sing about Mexican lanasdapes
the spirit of the people, was labeledcassi and anti-nationalist. Common themes in his songs
were love, jealousy, and resentment because “In his good songs Lara respon@pto a de

sentimental spirit. His success emanates from that, becaugeetlo es todo sentimienfiine
Mexican people are all feelings%.g’ Yet his popularity was unforeseen and by the early 1930s
became a national symbol of romanticism and disillusion. Lara’s song lyoasdag to Mary
Kay Vaughan and Marco Veldzquez, also spoke to the modern urban Mexican woman and

“helped to shape her, to liberate her body from the corset and confessional.” AnHashile

47 El Universal llustrado July 7, 1932, p. 30, 41.

48 La PrensaMarch 15, 1936, p. 3, 8.

49 El Universal llustrado June 15, 1932.
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challenged women to think about their own sensuality and made pleasure a sueralbfe

subject, his music nonetheless followed the ancient misogynistic tradﬁ)tlon.

Mexican immigrants blended musical genres and accepted both older styles agidgemer
ones like thdolera The Mexican community in the United States was not involved when
debates betweerursi (genteel) music and national patriotic music were circulating in the press
during the 1940s. Yet the popularityladlerosdid not decrease in the urban centers, or in the

United States, where Mexican immigrants took a particular liking to dradavelcomed him

during a tour in the spring of 19?&. However, one style of music was favored by Mexican

immigrants and U.S. born Mexico over the othersréimehera

When it arrived in the urban centers of Mexico, “Rencherebecame an artificial

product, viewed as “country style” by the city peopffcza.’ln addition, there was purity in the
countryside that the urban centers did not share. “Music belongs to the countryside,” wr

Francisco Davalos, “from the city are the songs of the scoundrel: in thesrigmeention of jail,

of vices, of the mother who kneels before her son while begging for forgive5r?ess.”

>0 Mary Kay Vaughan and Marco Veladzquekjéstizajeand Musical Nationalism in Mexico,”
in The eagle and the virgin: nation and Cultural Revolution in Mexico, 1920-¢9d4€d by

Mary Kay Vaughan and Stephen E. Lewis, 243-255 (Durham: Duke University Presys, 2006
109.

51Archivo Histérico Diplomatico Genaro Estrada (AHGE), Secretaria ticlRees Exteriores
(SRE), Expediente 1V-376-48.

>2 Claes af Geijerstanfopular music in MexicAlbuquerque: University of New Mexico
Press, 1976) 68-69.

53 El Universal llustrado March12, 1925.
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Rancheramusic moved people. In keeping with the “sentimental mythology” of
Mexican literature and music, men cried and wailed and women like the legendhe/Reyes,
moved audiences to tears. Despite the fact that many of the songs mentiondesslstrayal
and loneliness, Carlos Monsivais argued that their distress came from workehataeality,
most of the time their personal relationships were going well. This gemaslpdg in essence,

because it validated passionate feelings and because the possibility odpanowe appealing

than thoughts of happine‘rs):‘sl:.

Additionally, therancheraserved a social function by providing emotional escapes for
the rural masses that were moving into the urban centers during the 1940s and 1950s, including
Mexican immigrants who were settling in the U.S. Southwest. Displaced franhéneeland,
to them,ranchera“expressed the longing for a mythical countryside devoid of exploitation,

want, conflict, and sin, populated by kindhearted hacienda owners, gallant macho lyers, f

clothed virgins, and happy peons,” situations, people, and scenes they were mithlﬁgr

Bolerosandrancherasin fact, helped normalize pre-established gender codets.as
Mary Kay Vaughan and Mario Veladzquez note, “Both conquered Mexico through the new mas

media, creating languages of popular culture that had little to do with the ggveahment but

>4 Carlos Monsivais, “Yo soy humilde cancionero (de la musica popular en México)ir@id\
Tello, ed.,La musica en México Panorama del siglo §¥€xico, DF: Fondo de Cultura
Econdmica, Consejo Nacional para la Cultura y Las Artes, 2010), 234.

>5 Mary Kay Vaughan and Marco Veladzqueklestizajeand Musical Nationalism in Mexico,”
110.
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much to do with the centralization of the recording, radio, and film indus?’r?eﬁg’/
broadcasting musical programs, which at first included symphonies and ordizestsa guitar
and piano recitals and later individuahcheraandcorrido singers, privately funded
commercial radio stations established themselves as reputable and populasafecultural

production by the 1930s.
Women'’s Voices and Nationalism

Women were hired also because of the impact made from their voice. Some believed tha

“In order to succeed in the radio, the actor needs, then, a special education, a gegal fe

which is completely concentrated in the voigé”ro the budding radio industry of the early
1930s, it generally did not matter if an artist knew how to handle herself or himsle# stage,

it was just important that he or she possess a great voice. For example, wherneshaahe
theater during the early 1930s, Tofia la Netjdanot know any theory concerning stage blocking
or body positioning on stage. What she did own, however, was a “warm, delicious, well-toned
voice which caresses the ear when she interprets Agustin Lara or wisemgshithe melancholic
Cuban songs.” Another artist, Rita Montaner, on the other hand, was considered adireater a
from head to toe. “In Tofa the song is the most important, in Rita it is one of heesgasaid

one review. These two women could not be compared, as one danced, spoke and sang with a

peculiar style [Montaner] while the other [Tofia] sang “deliciougﬁ/.”

%6 hid. 108.

>" Radiolandia May 21, 1942,

°8 El Universal llustradg March 23, 1933, p. 29.
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Some women'’s voices over the radio became powerful forces to be reckonedyaiith. L
Mendoza, for instance, wagawerful female singer given that she included the female
perspective and sexual themes in her songs, a feature that departed fromlthieeldde

stereotypes concerning the “traditional” working-class notions of wonffeinignity” and

“chastity.”59

Lucha Reyes was another Mexican singer who usechkifi@on rancherand sang “from
the depths of her throat in a style never before heard in Mexico.” Reyes wastiaflune
promoting theMujer Mexicana Braviathe female counterpart to the aggressive, lively and
upfront malerancherasinger. In her performances, which included songs featuring overt sexual
innuendos, role playing, alcohol consumption, and intense passion, she challenged ideas

concerning Mexican women in a rapidly changing society, as well as thef felmale

. 60
singers.

Additionally, in certain places female voices even disrupted the order ofys@det
historian Christine Ehrick recently noted. In Latin America “while sonaechthe possibility of
greater gender equality, for others a woman'’s voice on the radio was the sound ofaaktha

negative or threatening about modernity: disorder, immorality, and the breakdown of the

>9 Yolanda Broyles-Gonzalez, “Ranchera Music(s) and the Legendary Mgtidoza:
Performing Social Location and Relations” in Norma E. Cantu and Olga Néen&réz, eds.,
Chicana Traditions: Continuity and Chanfldrbana and Chicago: University of lllinois Press,
2002), 183.

60 Mary Kay Vaughan and Marco Veladzquek|€stizajeand Musical Nationalism in Mexico,”
112.
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1 . . , . .
b For a woman becoming a Mexican singer, performing and touring the

traditional family.’
country, then, required permission or compromises. Both in the United States and io, Mexic
women were subject to the same sexual, racial and class discriminatiortyy, Meg were
familiar with the inferiority complex that every woman in a patriarchakespenust endure in

which sex roles are established by birth and women’s potential, as opposed to men,\adid not e

exist.

As interpreters, women were successful because music wasd$ahtohientognd they
were the carriers and interpreters of patriotic and carnal feelihgsing was to “interpret songs
with all the feelings, with the beauty and the sweet romanticism that the aludiversiserted in

them.” But, in particular, a female singer, “puts all of the sentimental and exsatil of a

. .62 . . . .
woman” in her music.” The musical grouf,as Soldadergdor instance, interpreted Mexican

popular music such a®rridos, sonesandhuapangosand“know how to set fire to the red flame

of nationalism in thé&nimo(spirit) of the public.’{33

The commentary on the musical performance of theldagetHermanas Aguila,
illustrates how women could help promote nationalism. Durinrigsta de la Razan San
Antonio in October of 1934,as Hermanas Aguilgave a concert as part of a fundraiser for the

Beneficiencia MexicanaThe last name of the sisters, which is “Eagle” in English according to

61 Christine Ehrick, “Savage Dissonance: Gender, Voice, and Women’s Radio Speech in
Argentina, 1930-1945” in David Suisman and Susan StrasserSedsd in the Age of
Mechanical ReproductiofPennsylvania: University of Pennsylvania Press, 2009), 70.

%2 Radiolandia April 14, 1944.

63 El Universal llustradoMarch 11, 1937, p. 6.
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the report “is symbolic. Because they are ‘eagles’ in the way theydhgzéhe native sky, to
that sky where you can hear the most beautiful melodies, and the one that all of usevéio ha

plated heart for that which is ours and open for anything that is Mexican fespdréed to so

. 4
that we can receive a message from our absent Mo?her.”

In Mexico, there was a belief that women were not fit to sing certaingehs®sngs, one
of which was the Afro-Caribbean rhythms. Marga Llergo, who was contracti loygar
companyEl Aguila,” and toured Mexico during the 1930s, became a celebrated “tropical
singer” during the following decade. Llergo began sindpolgrosand then transitioned to Afro
music because she was trained by a composer of that genre. When asked if duisaogeat
conflicts within her personal life, she answered, “at first my family @@posed because they

believed this was a style that an unmarried woman could interpret, but rediaingviasn’t

. . 6 . . - .
going to change my mind they concedeg."rogether, both the clothing and nationalistic music
were unwritten, but important, prerequisites which contributed to the standandliabthe

overseas experience of dozens of men and women who left Mexico and toured the dteted St
Proper Images of Mexico

In their pursuit as singers, men and women incorporated two things: the propendttire a
a repertoire that mirrored the vision of the state. Given that most men and wonoemeesf
would perform live, either on the radio or during a concert or festival, it was imptothe

dressed in clothing that displayed and represented Mexico, if they were tagd.aburing the

%4\ a PrensaOctober 14, 1934, p. 1, 3, 8.

05 iOigal, June 24, 1944,
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twentieth century, one costume stood out among the resthina Poblanaand theCharro.
Dancing thelarabe TapatiptheCharro and theChina Poblanavere the central figures in the

guintessential image of Mexico.

Created in the late 1920s, this emblem had the essential features for prégdiciiimg: a
man and a woman wearing costumes dancing to regional music. The dance the ceuple wa
engaged in, thdarabe Tapatiowas part of the traditiondilestas popularesyr popular festivals,
originating in the state of Jalisco. This dance became an official symbolxatde the early
1920s when, to commemorate the centennial of the Mexican independence, painter Agtolfo Be

Maugard and musician Manuel Castro Padilla organized for 300 couples to dalaabee

before President Alvaro Obregon and Minister of Public Educacion, José Vascr?r?céﬂms
Jarabe howeverwas not the distinguishing feature of the image, it was the costumes of the
CharroandChina TheCharrowore a wide-brim hat, boots, and country-western attire while

theChinawas dressed in a long full skirt, embroidered top with ribbons and braids in her hair.

This stereotyp&vas created in the years following the Mexican Revolution, when the
government was preoccupied with guarding and redefining economic, political amalcult
national interests. At the time, a group of intellectuals and artists begaartt $or fo
mexican® and agreed that the country needed to have its cultural representation in “popular”
artistic manifestations. The strategy was to extract features a€dkexountryside, bring them

to Mexico City and re-configure them as “national” symbols.

TheChina’sorigin dates back to the early nineteenth century when she first appeared as

66 Frances Toor, “El jarabe antiguo y moderno,Maxican Folkwaysyol VI, Number 1,
Mexico, D.F.. 1930.
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the “typical Mexican woman” in Mexican literature. She wasestizavoman, which novelists,
chroniclers and poets described as “proud, seductive, sometimes flirtstiadtramall-footed, a
good dancer garabes,and always ‘very Mexican.” After the turn of the century, post cards
featuringChinasfrom different regions of Mexico were distributed among foreign audiences

and, by the 1930s, the national consensus was that the costum€binthepresented

. 67, . . .
Mexican women par excellence.” Poets and composers continued to givethi@ahomage

during the first and even second half of the twentieth century, always sioglitgr costume as

the feature that set her apart as “very Mexican.”

TheCharroemerged as a Mexican national symbol during the 1920s when folklorists,
musicians and authors were commissioned by the government to travel the cosiaingsid
extract data for manuscripts about Mexican traditions and culture. Accordingatdd®Rerez
Montfort, intellectuals, artists and foreign observers were responsibleeimg and diffusing
regional characters like ti&harro or theNortefioor Jarochq etc. The work of three authors in
particular, Rubén M. Campos, Higinio Vazquez de Santa Ana and Fernando Ramirez ae Aguil
(alias Jacobo Dalevuelta), contributed to the consolidation of a national sterestyped

around theCharro. In 1931, Dalevuelta wrote, “I propose tGaarro as a national symbol, as a

Mexican popular symbol, to be seen inside and outside gfaitio solar’ 08 With the help of
leaflets, books and magazines by the men and women in charge of Post-Revolutioretigredu

along with a group of artists, journalists and intellectuals, these stereggajiped consensus in

67 Ricardo Pérez MontforExpresiones Populares y Estereotipos Culturales en México. Siglos
XIX'y XX. Diez Ensaydd/exico, DF: Casa Chata, 2007), 127, 142-43.

68Jacobo Dalevuelt&l charro-simboldMéxico, DF: Ediciones Particular, 1932), 15.
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the aristocraticas well as the popular, press, the theaters, radio, and the emerging film industry

of the 20s and 302.9

Mexican mass media, including commercial radio, synthesized regional amthhat
stereotypes like th€Eharro andChina Poblananto products that could be exported and help
define true Mexican folklore. In turn, throughout Mexico, singers and performeas bedress
asCharrosandChinas For example, in the fall of 1935 the folkloric groupp$ Chinacos$,led
by the composer and singer Pedro Galindo, traveled to Ciudad Juarez, Chihuahua for a
“nationalistic fair.” Before their departure, Galindo expressed thajdaliernor of Chihuahua
had given them a set of thr€aarro costumes in black, white, chocolate brown, and “since the

fair is very ‘nationalistic’ a three-piece suit that is red, white andngrétee colors of the

Mexican flag.70

As images, th€hina poblanaand theCharro became powerful national symbols and
equally important export items. As one observer noted in 1925, “The successevigtashere

and abroad is in their aesthetic element, in the colorful costumes Ghmasand our

Charros’.’71 When singing duets like “Laura y Ray” traveled to the United States a decadle lat
they also dressed &harrosandChinas.With the help of their attire, the duet was considered
“ambassadors of our song, who have made, thanks to their effort, tkztahe costume and

the polychrome of th€hina Poblanas known and liked in New York, and in Los Angeles, in

69 Ricardo Pérez MontforExpresiones Populares y Estereotipos Culturales en Mgx8:0
70 El Universal llustrado September 12, 1935.

n El Universal llustradgo Decembed 7, 1925, pp. 32-33, 58.
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Atlanta and Detroit.Z2

In fact, clothing separated Mexican singers and performers from adliarAmerican
performers when they toured abroad. During her visit to Cuba during the 1940s, singer
“Rosalinda” recalled that on her Saint’s Day, the President of Cuba’s cormhrartid station

RHC, Amado Trinidad Velasco, hosted a party in her honor at the Montmarte Cabardteahd as

her to come dressed a€hina Poblana7.3 Clothing became synonymous with being a Mexican
woman artist in the United States as well. According to a journalist, the nigMahkle
Sanchez, nicknam#éda Torcasita” (The Pigeon), was discovered in a cabaret in Los Angeles,
she “was wrapped in the aura of a regional Mexican costume.” The dark skinnea haioand

brown eyed young woman came to be a representative of folkloric Mexicanwhgs&ang

rancherasongs in Los Angeles during the early 19%5.

U.S. born singers and Mexican musical groups followed the example of their Mexican
compatriots. This was especially true in orchestras, who appeared in the U.S. Soitltiee
1930s. In 1936, for instance, when uesta Tipica de El Paswas about to embark on a

tour, the newspaper noted that “they all dress in the typical Megl@no garb, covered by

. 15 . :
beautifulsarapedrom Saltillo.” = Low-brow entertainers like the sketch comedy group, Netty

and Jesus Rodriguez, also dressedresro andChina. As La Prensanoted‘the singers have

2 Radiolandia,August 28, 1945.
73 . . .
Radiolandia April 7, 1944, p. 7.

“ Radiolandia,February 20, 1943.

& La PrensaFebruary 5, 1937.
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always been well liked, as much for the quality in the art they cultivate lasheitvardrobe that

. . . . 76
they use in their attractive and diverse performances.”

As images, th€harroandChinaalso appeared in the radio industry, as singers and
performers wore their costumes when they toured and sang in live radio progtam$&nited
States. During the 1930s, for instance, the government spori3ayeesta Tipica de Miguel
Lerdo de Tejad&raveled to the United States to give performances in New York City and
Washington D.C., stopping in San Antonio on their way to the Northeast. The company, which
consisted of one hundred musicians, singers and dancers, performed before more than 3,000
spectators in San Antonio in the spring of 1936. The Spanish-language press, wheeddertis
performance noted, “Just the ensemble, as a show, is worth seeing, bedhesmathbers that
are part of th®©rquesta Tipica@ome, this time, dressed with auther@itarro costumes and the
singers and dancers with astound@tgna Poblanacostumes.” This “combined with the
instruments and to the combination of lights made in the Auditorium, produced one of the most
pleasing impressions upon the public.” From the moment the curtain rose, “there was only
musicapopular, and the songs, were especisdiyapangosandrancheraswhich delighted the

great mass gathered in the vast locale which displayed their enthusi&scongtant clapping

.7
and exclamatlons.’7

Film also celebrated the presence of the sin@ihgrro accompanied by his band of
mariachis as principal features of “Mexicanness.” This was why, in 1942ttadteinging trio

“Los Rancheros” signed a radio contract overseas, Mexico City entertdintagazine

e La PrensaDecember 13, 1936, p. 6.

" La PrensaNovember 22, 1935, p. ba Prensa November 24, 1935, p. 6, 8.
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interpreted this triumph as “more evidence thahthera’ music is a symbol of Mexmo.g3

After 1941, Trios became popular because they were “ductile” and could performnmb&r of

settings including serenades, outdoor festivalpafanitasa custom where one is serenaded

with the traditional Birthday son7g(“?

Conclusion

The growth of the radio industry made use of the participation of women from Mexico
and Mexican immigrants in the United States. When women took up jobs in commercial radio
they maintained their sense of honor and respectability because the ssamissniook place in
an enclosed space, not in the public. When men joined the radio industry they asserted thei
masculinity as broadcasters or through singing, performing and movingdienee. The new
spaces created by the radio industry, then, offered men and women the opportunity to step

outside of pre-determined gender roles.

"8 Radiolandia May 21, 1942.

9 Jesus Jauregui, El mariachi: simbolo musical de México (México, DF: Instituto Nacional de
Antropologia e Historia, 2007), 137.
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Chapter VI
Cultural Ambassadors of the Air:

The International Careers of Radio Singers

“Gracias a Esperanza Iris, el mundo supo que si teniamos terribles ‘Panchos Villa’,rsiniest
personalidad que llegd a ser una alegoria mexicana en el extranjero, teniamos también mujeres
hermosas, inteligentes y artistas.”

“Thanks to Esperanza Iris, the world knew that if we had dreadful ‘Pancho Viltastes
personality who became an allegory of Mexico overseas, we also had besuéhident
female artists.”

-José Joaquin Gamboa, 1925

“Without a doubt,” wrote a newspaper critic in 1945, “Mexican artists understand that it
is necessary to leave the Motherland in order to truly accomplish succesant ieril930s
and 1940s, for Mexican singers and performers, making guest appearances on dJsttrads
like NBC or CBS in New York City, performing before U.S. born Mexican crowds in Los
Angeles or San Antonio, or recording with the “RCA Victor” or “Bluebird” lalpeihie United

States guaranteed their success upon a return trip to Mexico. In fact, toutihgtdteStates

. . . . -
was considered the “best passport in the overnight transformation of a shining star.

With this in mind and tired of “diffusing her beautiful and exquisite voice only through
the radio air waves,” in the spring of 1935, Mexican sifigdta la Negraecruited a group of

actors, singers, dancers, artists, musicians and comedians to form achmeg@ny and tour the

! La Prensa August 23, 1936, p. 2-3.
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United States. After crossing the border, the ensemble made a stop in San Antosioyvhierra
they drew spectators from the entire state and towns along the boofwas a familiar voice
in the city; for months, Mexican immigrants tuned in their radios to “hear her mgintg
through Mexican radio stations.” Following her sold-out performance, the conmpaelet to
cities throughout the U.S. Southwest, enthralling her audiences with Mdatanscomposed

by Agustin Lara and appearing before English-language radio statidvebriSpanish-language

“block programming.2

This chapter follows the path of Mexican singers and performer3 dkafrom Mexico
to the United States by highlighting the factors that aided their tourdigaeet, radio and record
contracts. In the 1930s and 1940s, Mexican singers and performers faced an indispirtable fa
the economic potential of the U.S. Mexican communities was not only impossible to ignore but
had actually become one of the most important defining elements of a succassdubs both a
“cultural ambassador” and an “international artist” in the music world. Tisti@trajectories
of Lydia Mendoza, Pedro J. Gonzal&pfiala Negra and Lucha Reyes, for instance, all crucial
performers in the international radio markets that stretched from Mexicoo\tgw York City,
and from South Texas to California in the West Coast, exemplify this process. énibitacing
the nationalistic aspirations of portraying a positive image of Mexico abrgeirenent
feature of the Mexican revolutionary government’s policy in the United Statesc@rieartists
also adopted as their own an extremely utilitarian vision of the Mexican mankée U.S. as
sources of significant revenue, international prestige and the ultimgéetstachieve artistic

recognition and stardom status. Thus, by the 1940s the audience of border radio stations coul

2 La PrensaMarch 3, 1935, p. 3 arlca PrensaMarch 11, 1935, p. 8.
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“hear the voice of Mexico” and, as a community, “applauded and admired all ofithe \&ho

have crossed the borde3r.”

Background: The Links between Theater and Radio

Following the Mexican Revolution, the reconstruction project of the government fiocuse
on transforming society through broad programs and missions carried out, includingl eunléur
agricultural reform. In particular, the nation’s leaders diligently wabiktemaking an imprint on
the international cultural scene by sending singers and performers ndr¢htoited States.

The first musical ensemble on record to cross Mexico’s northern border on toaim#sry

. ., ) L 4,
band led by José Encarnacion Payén, who traveled to an exposition in New Orleans inri885.
the early twentieth century, the government sponsored the overseas trips dfea olitheater

actresses and concert singers; including Esperanza Iris, Mexacesdst “cultural

ambassador” and Fanny Anitua, a mezzo-soprano who was regarded as “Mexiitod spi

ambassador” during her tour of Europe in 1823.

The formation of an overseas Mexican audience during the first half of theetilvent

century would not have been possible without the theater. The radio broadcasting thatleme

3 Radiolandia April 22, 1943,

4 Rubén M. Campogl folklore y la masica Mexicana. Investigacion acerca de la cultura
musical en México (1525-1928\1éxico, DF: Talleres Graficos de la Nacion, 1928), 202.

> El Universal llustrado June 7, 1923. Through the Ministry of Public Education, the
government funded the tours of artists in the 1920s. In late March 1922, for example, Isabel
Zenteno sent a letter to President Alvaro Obregdn hoping that her life asawawtd be

funded by the government. See, Archivo General de la Nacion (AGN), Ramo Gobernacion,
Fondo Direccion General de Gobierno (DGG), Expediente 805-Z-13.
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in the 1930s and 1940s benefitted from previous networks of entrepreneurs, venues and
audiences -established mostly in Texas and California- by Spanish-larnmpmagdar theater,
which regularly featured caravans and troupes of Mexican performerse t8e early
nineteenth century, Mexican professional theater trouigésd inland cities in northern Mexico,
in what is today Arizona and in port cities of California. By the turn of the centuayetio-San

Antonio-El Paso in Texas became the heart of an itinerary for troupes comimgruterior

. 6 . . .
Mexico to tour along the border.”In the following decades, these locations were on the touring
schedule of Mexican acclaimed stage actors such as Virginia Fahregstanuel Soto. In fact,

the actress and her company, which was regarded as a “legitieatesentation of Mexican

theater overseas, frequently visited the U.S. Southwest during the719305.

The origins of theater in Mexico date back to the Colonial Era when Spaniards brought
troupes to the New World after colonization. In the following centuries, ela@doudtings
modeled after European theaters were constructed in major cities throughentgire. During
Mexico’s rule by Porfirio Diaz (1876-1910), the interest for European theadenasic was
sustained, as the leader desired to emulate all aspects of foreign artawred Spanish theater
was the most revered style of drama in Mexico. In the weekly performantesTefitro

Principal, during the 19 and early twentieth century, Spanish entertainment by Spanish

impresarios featured Spanish actors, singers, composers and gahlmﬂsthe turn of the

© Nicolas Kanellos, “An Overview of Hispanic Theater in the United Statesidol&s
Kannelos, ed Hispanic Theater in the United Stafgfouston: Arte Publico Press, 1984), 7-8.

! El Universal llustradg September 5, 1929.

8 El Pais de las Tandas. Teatro de Revista 1900-19¥Xico DF: Consejo Nacional para la
Cultura y las Artes, Direccion General de Culturas Populares e Indid&843,18.
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twentieth century, Spanish-language theater in Mexico, and also in the Usaitesl $llowed a
Spanish model with the predominant form befiagzuelaor Spanish operetta. Aside from this
form of “legitimate” theater, other outdoor entertainment inclubeatro de Revistandcarpg
the formera short one-act burlesque containing music and comedy pieces and tha tetter,

theater.

In the United States, theaters disseminated Mexican music to the Mexicanuci®s. In cities

across the Southwest, Spanish-language theater had been one of the primegotd Goitural

entertainment since the 189%5When Spanish-language professional theater flourished in the
first decades of the following century, these cities became importaitgoints that attracted
artists and audiences from the surrounding regions, including northern Mexico. XicaMe
upper class and elite members of the communities believed that one of the bdstprvagerve
true Mexican culture in the changing twentieth century world, in factthvasgh legitimate
theater. Attending the theater was an important social activity ancelibéarrival of sound to
the cinema, theaters helped preserve the Spanish language, Mexican music raptheld820s

and 1930s, promoted new musical genres.

During the Mexican Revolution, the theater industry suffered the expectedtlugises

come about during an internal war: threats from political figures, aatdrplaywrights leaving

? The Chicana and Chicano scholars who have written about the social life obN&iailies
throughout the United States highlight the significant role of theater duringghledif of the
twentieth century include Lisbeth Haas, Nicolas Kanellos, and Elizabetirdzansee, Lisbeth
Haas,Conquest and Historical Identities in California, 1769-19Bérkeley: University of
California Press, 1996); Nicolas KanelldsHistory of Hispanic Theater in the United States:
Origins to 194Q(Austin: University of Texas Press, 1990); Elizabeth C. Ramf@atlights
across the border: a history of Spanish-language professional theatre on the Texdbletage
York: Peter Lang, 1990).
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the stage for the battlefield, and near or complete bankruptcy due to the lack of fuspge De

these setbacks, the industry maintained a close relationship with the generaiguopia

1920, no rupture had been made in the attitudes and interests of the population to theater; instead,
the people were drawn to it even more. The events of the Revolution actually inspired

playwrights and authors. In the 1940s, film director and screenwriter Juan Bustillfm©O

example, incorporated the experiences he had encountered during the conflicviet® sach

as ‘México de Mis Recuerdb@Mexico of my Memories).

By 1920, politics and theater united on the stage for the first time. These two themes had
not been features of theater before the Mexican Revolution, inhibiting those who diddnot rea
books, magazines or newspapers -the majority of Mexico’s population- from knowidaytie
day political events of the country. However, once it became acceptable to meckngent
leaders and authority figures, theater received a large impulse. Untilehe pswer of

Plutarco Elias Calles in 1924, in fact, a large number of political debatesvikeehiands of the

. . .10
press and the city’'Seatro de Revisteompanies

Thanks to playwrights like José F. Elizondo, whose bbakjida en bromaywas
standard reading during the 1920s, theater moved away from its Spanish roots and acquire
Mexican themesZarzuelawas quickly replaced by thEeatro de Revistas the essential source
of entertainment for the urban population. While “some preferred the piano at honmgy’ ttheri
1920s, “others, generally less demanding and certainly less cultured, pred@iecould pay-

the spaces thdteatro de Revistapened for the public enjoyment of music, for the affirmation

10 El Pais de las Tandas. Teatro de Revista 1900-1%9837, 41.
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and confirmation of the identity of the massé%.”

There are four reasons wRgvistawas such a widespread form in entertainment in
Mexico during the first half of the twentieth century. First, it was a @w@ilow because the
public did not attend simply to enjoy the performance as spectators, but intervendyl aicbct
indirectly in the event. In the capital city’s main theatétse plays succeeded or failed simply
by the reaction of the public, not because of art or publicintl second, the topics and themes
of the plays always touched upon real events; at times they were conticusiisigere written

by journalists and playwrights who spent hours on the streets, cafes and cantinas.

In fact, the 1920s and 1930s was the “Bohemian” efleeafro de RevistaAfter their
performances, theast, crew, audience, intellectuals and journalists gathered in the afigss c
restaurants, cabarets or bars until the early morning hours. This was ehemaators, like
Roberto Soto, made a living critiquing the customs and habits of the Mexican people. When

Soto took the stage, “the public would turn up in the auditorium dPtimeipal to laugh at their

own vices and defects::L.2

The third reason whRRevistashows attracted the urban masses of Mexico was because
the stages were filled with popular archetypes who reflected the people asslseof living
day-to-day in the city. Musical theater was an exclusively urban showhighwhe provincial
references served only to reaffirm the new character, the project, oetysbet longed to be

modern, cosmopolitan, and up to date.” And laRlgyistawas frequented on a regular basis

1 1pid.. 93,

12 El Universal llustrado March5, 1931.
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because the stage was a space for new ideas concerning behavior and fdshiaas Mot an

imposed fashion from the upper classes but one that was necessary and desired;lenatéuat e

Mexico to the likeness of Paris or New Yolr?a

Despite its stronghold in society, musical theater did not maintain its [ddbe aumber
one source of entertainment in the 1930s,Revistabegan to decline in the middle of the
decade.This downfall was the result of the co-option and use of the medium by the services of
the government, especially during the presidency of Lazaro Cardenasl@4®y-
Subsequently, this form of entertainment lost its appeal because the newigeioéiolitical
leaders did not attend the theater, and political debates took place in other locatiens. A
Revista’sdecline,carpascontinued to be frequently visited by the urban population due to the
low cost of ticket prices. Admission to masirpascost between 15 and 30 cents and lasted for
about twenty minutes. Despite the short length of their performances, theyuedni capture

the interests of the general population.

Radio intersected the theatrical traditions of Mexico by serving as ehiagraace for
new artists during the 1930s. “In Mexico there has traditionally existed@niagationship
between song and stage,” notes Yolanda Moreno Rivas, and because music was the major

cornerstone of eatro de Revistdheater assisted the process of professional development for

radio.14 This exchange was mutual. In the 1920s, when a large portion of the radio

13GuiIIermo Bonfil Batalla inEl Pais de las Tandas Teatro de Revista 1900-{9¥Xico DF:

Consejo Nacional para la Cultura y las Artes, Direccion General de Cltojpatares e
Indigenas, 1984), 9-10.

14Yolanda Moreno Rivadiistoria de la musica popular Mexicariléxico, DF: Editorial
Océano, 2008), 56.

208



transmissions in Mexico were symphonic and orchestra concerts, radio statiomddn ity

looked to theTeatro de Revistbor their cancioneragsingers)andtiples comicagcomical

sopranos) and contracted them to sing on stages and in radio studios. Chelo Tovar, fa, exampl
began her career as an actress with a traveling theater company in 193f@antegdan the

Teatro Regi®f Monterrey, Nuevo Ledn. Years later, she landed a job for XEW in Mexico City,

. . . .15
contracted as an “exclusive artist” for a brand of medicinal products naroddctos PICO%

Revista’sdemise coincided with the rise in commercial radio; in particular, the lbofiva
XEW, “La Voz de América Latina desde Méxic@he Voice of Latin America from Mexico) in
mid-September of 1930. Live radio programs along with national cinema, waghezoming
a profitable industry at the same time, began to be avidly visited by the urbarr poastes.
These were suitable substitutions Revistabecause both mediums catered to the general
population and reflected the ills of society. In response to the increase itistatiers and
movie-goers, musical theater adopted more romantic themes and was tradsfdofieatro de
Variedadesa genre of theater which was similatRevistan that it was a play centered on a

script and contained many musical selections.

The competition between theater and radio, however, was futile. In many obéme ur
centers of Mexico during the 1930s, the theater industry suffered, and musical thieater
projected the popular base of an emerging national culture during the 1920s, was rgpilaeed b
cinema, radio, and eventually television. After this time, theaters becspaees where you

submissively receive the eco of radio hits, a stopover for those who are prepariagt¢bnsion

15 La PrensaOctober 13, 1937, p. 5.
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to the technological Iimelight].‘6

Yet, despite the decline Blevistayadio maintained the most
salient part of popular forms of entertainment, the ability to serve asar ama reflect society
in its programming. The radio industry, which was relying on live radio progréendlze mid-

1930s, transformed into a place for the display of new artists or new melodidy eegfeng to

be consumed by the public.
Touring Abroad

After 1930, a musical exchange took place between nations in North and South America
and the Caribbean. Bands and orchestras from Cuba and Venezuela, for example, taaced Me
for a season while Mexican orchestras, singers and performers drav&panish-speaking
countries in the region. Overseas, the performances of the singers and aphasizsd themes

of internationalism and true “Mexicannes”Mexicanidad

Cultural exchanges between Mexico and the U.S. date back to the nineteenth century,
after Mexico lost less than half of its territory to the United States ipglies following the
Mexican-American War and the people living in that territory became Ui&rs almost
overnight. At the turn of the century, as urban centers were modernizing duringfthat®or
(1876-1910), the nation avidly pursued a cosmopolitan way of life. The subsequent présence o
jazz bands, musical influences like foxtrots, U.S. films and other forms of emtegta arriving
in Mexico during the 1920s, led many to see the presence of U.S. culture as intrdsive a
detrimental to Mexican values. Some, however, argued that the exchange beértesn t
countries was not just coming from the United States and traveling to Mexico, batwiaal, as

“The two Americas interpenetrate minute by minute, and hour by hour.” Those who atiapted t

16 El Pais de las Tandas. Teatro de Revista 1900-1940,
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perspective, the Mexican government included, pinpointed that Mexico was proud thahehile t
United States exported the items of its “practical” civilization, suchaasors and films, the

nations of Latin America shared “bananas, coffee, parrots and songs” withcttieern

neighbor.17

Music and cultural artifacts, in particular, were items avidly embracekebylexican
government for trade and export. Mexican songs were diplomatic instruments @mnairthssd
to two groups in the United States: U.S. born Mexican and Mexican immigrant commandie
English-speaking Anglo audiences. Since the early 1920s, the latter wascet@orultiple
representations of Mexico in the form of Broadway musicals, murals, altitsxnd vaudeville
plays. As a Mexican observer in Texas noted, “Night after night through the aaomhear
concerts and drama pieces based on music and customs of our current time or previcl)%s eras.”
Mexico continued to use music as one of its most popular exports in the following decades.
Before World War 1l concluded Mexican music was being sung by “soldighedinited
Nations, the citizens of Europe, America, etc., who project to the four winds Mesaogs.”

The nation, in fact, believed it was “at the head of the countries who export popular amasic”

. . . 1
desired to continue this trend after the war concluged.

Spreading positive images of Mexico in the United States was necessaryebtiea

English-language press was spreading negative images of its southern neidjtgbbtexican

17 El Universal llustrade July 31, 1930.
18
La PrensaFebruary 16, 1930.

19 jOiga!, September 2, 1944.
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government could not depend on Mexican actors to do their part in showcasing the best attributes
of Mexico, as not everyone who took the stages was extending the government’s project
Overseas, aumber of Mexican actors and singers followed personal desires and distegarde

how their actions might tarnish Mexico’s image. “Many people of the Unitag@Shave a

peculiar idea of Mexicans,” wrote a U.S. radio listener from New Jerddgxaan radio station

XFX., “Speak of Mexicans or Mexico and immediately people think of Indians or bar218|its.”
Other than the press, theaters in the United States distributed Mexican arttawad fonins. In

the theater, as Helen Delpar notes, “many of these portrayals werkcsalpand perpetuated

.. 2
traditional stereotypes.J’

In fact, some critics argued that accomplished performers like damtactess Lupe
Vélez were responsible for disgracing the name of Mexico in the United.Stdxican
women, in particular, were usually suitable carriers of patriotic feeligthe United States,
Mexican music and artists were accepted through songs over the radibjlats eginema and
theater under a racialized and gendered understanding. In 1932, Vélez starred intiéledama
“Hot-Cha” which played in New York City at the Ziegfeld Theater for sdvamnths. The play
was set in “Old Mexico” and featured a bull fighter, who was accompanied bigénex
“seforitas,”one of which was played by the actress. Mexican theater critic Rafaeé§uent
who traveled to New York City especially to review her performance, was po¢ssed with

the plot which he believed denigrated Mexicans. Fuentes criticized Vélekifay part in this

20Archivo Histérico de la Secretaria de Educacion Publica (HereafteERHExpediente A-
4/235.3(73).

21 Helen DelparThe Enormous Vogue of Things Mexican: Cultural Relations between the
United States and Mexico, 1910-193%iscaloosa: University of Alabama Press, 1992), 165.
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performance and noted, “Lupe joins the farce,” like other Mexican actors in trexl\$tdtes,

. . . - 2.
“They love ‘their Mexico’ very much but they don’t pass up an opportunity to I'IdICUFe iri
the 1930s and 1940s, Vélez and several other stars like Dolores del Rio became whatGiosé Li
has called “ethnic intellectuals,” who “though rooted in their native communitiesttheless

engage the world and bring that experience back to bear on their communities ofratitfiaia

struggles.23

The image of Mexico was also misrepresented in other sectors of the entertai
industry, most notably film. In the screen, during the first three decades ofentieth century,

the villain of the movie, according to a critic “was always personified bgxddn with a big

mustache, wide sombrero, and gun to his t)2e4It.l’Jnderstandany, when Mexican actors
traveled to Hollywood in the 1920s they came face to face with this negativa\gtere Ramon
Navarro, one of the Mexican actors who “triumphed in Los Angeles” in the early 1920s,
confronted several misconceptions concerning his ethnic background. The actor nated that
Hollywood there was a lack of understanding and careful study of Mexican isseexpiessed
that the perception was that “in Mexico Mexicans are dirty, shiftless, vagrhanhs clothed in
feathers.” The lack of familiarity with culture south of the border was ancgason why actors
like Navarro were consistently confused for being Spanish instead of Mexican. €wxewer,

after making this clarification for her Los Angeles readers, noted “So, Wesneed to discard

22 El Universal llustradg June9, 1932, p. 26.

23José E. Limoén, ‘José Limoén, the Devil and the Dance’ in Juan Flores and Renato Rosaldo,
eds.,A Companion to Latina/o Studi@galden, MassBlackwell, 2007), 99.

24 La PrensafFebruary 16, 1930, p. 3.
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the idea we have that in Mexico everyone is a ‘greaser’ dressed in chapsgetbdarbrero,

) . . 25
like those we see in the movies.”

In Mexico, the public was aware that in the United States there was a misandieigt
of the “true” nature of Mexican culture. In turn, a group of intellectuals andsdraseved it
was urgent to expose the factual and pure manifestations of Mexican arg ealfumusic to
U.S. audiences, who were being shown a distorted view of the nation through the press, cinem
and the theater. “They ignore us and they confuse us,” noted painter and film directar, Adolf
Best Maugard, in 1925. After visiting the United States, Maugard believed tlkataMggently
needed “propaganda supported not with what we lack, but with what we have: our tradition and
our art. The civilization of the future is being generated in America, théhahthe United

States will impose upon the world, and Mexico needs to compliment this force witlateeodr

6 . o L . .
g Mexican immigrants living in the United States shared these sentiments.

its spirit.’
“Something more eloquent and effective is needed to counteract the antaMpripaganda,”

wrote Rosa Garcia Pefia in 1931, “Now that there is peace in Mexico we need to melkeours

L. . . - . .20
known, because our spiritual culture is superior to that of our ill-intentioned neighbors.”

Turning to radio to counteract the negative image being circulated in the Utated S
concerning Mexico proved to be the most cost-effective plan for the governmeniseilts

critics believed, “will dispel the many doubts that still exist abroad comugethe true

25 El Universal llustradoMay 3, 1923.

26 El Universal llustrado April 23, 1925.

27 AHSEP, Expediente A-4/235.3(73).
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personality of the Mexican peopleAdditionally, radio broadcasting had already proven to be
beneficial during overseas tours, such as the one conducted ®xgtinesta Tipicavhen they
traveled to South America in 1940uring that journey, the group made a stop in Chile where

they offered radio programs in which “Mexican vernacular music reachedpiacdis: jails,

. , . . L 8
social clubs, worker's meetings, public plazas, schools, universities, sanatcmm’%s

The Mexican government also counted on U.S. citizens who wanted to change the
negative image of Mexico abroad. By calling on the radio, some of them formuldiech&da
plans on how to influence the perception of Mexico. Men like Paul Moyle, for instance, had
observed “a definite lack of understanding on the part of many citizens of thel States
towards the Republic of Mexico and its people.” In response, Moyle, Generagbtasf radio
station WTSB in Lumberton, North Carolina, organized a plan in which he intended to “aecord
series of programs of fifteen minutes in duration, featuring native Mexilgant,tenusic, drama,
history, points of interest, etc.” Turning to radio continued during the administratibazairo
Céardenas when, in 1938, he set out to build a powerful official radio station in which te diffus

“throughout the world the economic and social work Mexico is undertaking, as wslinassic,

. . 29
its songs and its vernacular poetry.

The Government Impulse

Mass media was a suitable instrument in diffusing positive images of d)getanother

28 Archivo General de la Nacion, Ramo Presidentes, Fondo Lazaro Cardenas (thdrieafter
AGN, LCR), Expediente 570/31.

29 Archivo General de la Nacion, Ramo Presidentes, Fondo Manuel Avila Camacbaftgter
AGN, MAC), Caja 445, Expediente 512.32/14.
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strong force influencing men and women to take trips abroad was the governmemtiard to
spread Mexican folklore and extend the post-revolutionary cultural project beyonatithes
borders. In the 1920s, Mexico’s leaders sought to develop a national sense of idertitigavhic
to the implementation of nation-wide economic, political and cultural reconstymtbgrams.

“For several years Mexico has concerned itself with its propaganda abroad,’anaibserver in

1925, “this is a very practical action that will yield excellent res&l?sRadio, it was believed,
was a suitable way to transform the psyche of the Mexican people at home andsovéhse
territorial span covered by radio broadcasts and the endless possibilggsrhissions
persuaded the government to look to the industry for reasons bieyplednenting educational
policy, but as an agent that spread Mexican culture and folklore in the Unitesl Btdtby
sustaining an audience of radio listeners. In turn, government ministries |liRedfretaria de
Relaciones Exteriore@dinistry of Foreign Relations), collaborated with Consulate offices in
cities through the United States to ensure true Mexican folklore was disgedabroad and

used radio to help carry out this task.

Mexican orchestras and classical music composers and performers evierst tio
present Mexican musical styles to English-speaking audiences in citss ghe country such
as New York and Los Angeles. Musical groups were well equipped and includedrdiffer
genres in their repertoire so as to entertain all audiences in the U.S. In 1919, iyhehlerdo
de Tejada and hi®rquesta Tipica de Polici@mured the United States, he recruites
Hermanos Gomeza, group of brothers whose expertise was playingriésemba. The group,

which later went on to perform in U.S. and Mexican radio statiaxdsthe capability of

30 El Universal llustrado November 5, 1925.
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interpreting any song, from the most “fundamental and folkaitwion mexicandp the

. 3
strongest concert pleces.L’

On many occasions the tours of trios, orchestras and classical music pexfearer
sponsored by the government. At times, politicians even offered to pay the costs of an
international trip. In 1925, for instance, when he served as governor of the stateanflipas,
Mexican President Emilio Portes Gil extended economic and moral support to tikalmusi
ensemble by the name lods Trovadores TamaultipecodVith the financial help of Portes Gill,

the group traveled to New York City where they performed in Broadway andtbdaters in

the area before returning to Mexico in 15’58

This practice, which began earlier in the century, continued through the following
decades. Attimes, performers asked government officials for finassiagtance. In March of
1932, for example, Agustin Lara and his theater troupe found themselves in San Antonio with a
small amount of money. Lara made his way to the offices of the Mexican consull&duar
Hernandez Chazaro, to request financial assistance. Since his compaoy wasiitural tour

haciendo labor pro-Patria(conducting work for the Motherland) the government did not

. . 33
hesitate to intervene.

In other instances, singers leaned on the support of government before embarkiirg on the

3LE| Universal llustrado,Januaryl6, 1936.

32 El Universal llustradgo December 26, 1929; Juan S. Garridstoria De La Musica Popular
En México, 1896-197@Véxico, DF: Editorial Extemporaneos, 1974), 63.

33 Archivo Histérico Diplomatico Genaro Estrada (AHGE), Secretaria teclRees Exteriores
(SRE), Expediente 1V-376-48.

217



overseas trip. In the spring of 1940, Lara asked President Cardenas for the fimaageort a

. . 34 . . .
trip to the United States. That same year, actress and singer Lupe Rivas Cacho communicated
with Cardenas that she had “contracted noteworthy artistic talents tcanb@lein the United

States.” “Kindly let me know the date,” wrote Rivas Cacho, “as | count on yourogesne

help."35

The Mexican government invested in the overseas trips of performers and took interes
seeing who was complying with the post-revolutionary government’s culturatprdepart,
this was because the state viewed international singers as “Good Will #gadbes” This was
the case with Miguel Lerdo de Tejada’s orchestra who, in 1935, during a tour in thé Unite
States, were noted to have “skillfully fulfilled their missic?r?.”Others, like composer and
director Carlos Chavez, were also considered faithful government servad@36l, Chavez
traveled to New York City and signed a contract with CBS to direct six cerafettie New
York Philharmonic in Carnegie Hagfﬁ Eight years later, when he returned to the United States

on tour with his orchestra, Chavez was praised for traveling and interpretingxf@iMe

national ideology abroa%s.

Thus, in the 1930s and 1940s, Mexican singers and performers traveling abroad were led

34AGN, LCR, Expediente 111/1646.
35 .
AGN, LCR, Expediente 415.1/12.
36 AGN, LCR, Caja 102, Expediente 135.2/146.

37 El Universal llustrado,January21, 1937.

38 AGN, MAC, Caja 964, Expediente 568.3/22.
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by two forces: their desire to be successful and the need for the governmeaatbpssitive
images of the nation throughout the United States. By traveling out of the candtnyaking
money, Mexican musicians and singers successfully capitalized on the nstiiopadiject of the
government; meanwhile, the media categorized their performances rdastitpatNewspaper
articles noted that artists toured in order to exalt the name of Mexico, whentintheak were
riches to be gained from these trips. For example, when the singing diestldérmanos
Gomezlecided to tour the United States, Mexico City’s leading newspapers notedhéyat “t
went out into the world in search of glory, money and art;” at the same time, in their

performances “they have exalted the name of their birthplace and of Mexitofitha places

they have performeds."9

Mexican-American singers and artists were astute and realized thie$ tbahe
exposure they were receiving from radio and the local Spanish-language news@gpeould
embark on tours in Northern Mexico and the U.S. Southwest. In 1935, for example, Roberto and
José Cavazos who formed the dukts Hermanos Cavazostiaveled from their hometown of
McAllen, Texas to San Antonio to promote their fox-trot titlddefaste” (You Came).
According toLa Prensathe group was scheduled to appear in local radio stations and prior to

their arrival in San Antonio, they had promoted their song in station KRGB of Wesla@s, Te
and in Mexican radio station XEAW of Reynosa, Tamauli%)aﬁy the mid-1930s, second-

generation Mexican entrepreneurs took advantage of this feature and turneddontihtercial

stations to showcase their talents and advertise for local businesses. Simedishasners at

39 El Universal llustrado,January 16, 1936.

40 La PrensaAugust 11, 1935, p. 5.
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local English-language radio stations were traveling to the Mexi@amiasand neighborhoods
to recruit singers for their Spanish-language programs, as in the case arvimRrnaiz, who
discovered.as Hermanas Padillat a park in Los Angeles. The aim was to make Mexican

immigrants and their children first rate consumers like their Anglo cquartsr

Taking an international tour was a high point in the life of a singer. After workamy m
years for commercial station XEW in Mexico City, Luis Roldan attainesh&ract and went on
an extensive tour throughout central Mexico, north to the states of Tamaulipas andaCoahui

crossed the U.S. border into Laredo, Texas, then to San Antonio, Texas, Los Angeledlgnd fina

New York.41 Mexican radio singers and actors like Rolan, who toured the U.S. Southwest
during holidays or for local fundraisers and benefits, did more than earn a deagnbsaklp
extend the government’s cultural project overseas, they also helped jumpdtsuistain the

careers of U.S. born Mexican and Chicana/o artists and musicians.

In effect, Mexican singers paved the way for U.S. born Mexican artists and pergdom
prosper in two ways. First, since Mexicans continuously exposed Mexican imtaigral U.S.
born Mexican artists to new forms of music, they were able to bring tog#tlezrand newer
genres and serve the diverse crowds gathered at the auditoriums and theagddnited States.
Thus, when they presented themselves before sold-out crowds in California or Nevwh¥prk, t
became both international and transnational performers. Second, thanks to the pth&ymity
had with the recording industry, Mexican immigrants became recordistsationer, allowing
them to expose their name and music earlier than their counterparts in Mexico lehst antil

the 1940s, had to cross the border to make a record.

41 El Universal llustradoMarch17, 1938.
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For the most part, the Mexican press was concerned more with the places ftse singe
traveled- Havana, New York City or San Francisco- than the actual aadiemo they were
performing before- mostly Mexican and U.S. born Mexican immigrants. éetefflexican
“international” performers were born not in shows at renowned auditoriums, but diejorg
their fellow countrymen in local theaters. During the first half of the twmtentury, Los
Angeles, California was a recruitment center for Mexican theater tramgleadio singers.

When he was forming his touring company, “Los Pachucos Review,” in the spring of 1944, it
was there that Mexican impresario, Joaquin Gonzalez, first heard Adufiez sing. By the

time Gonzalez hired her, Mufioz had six years of experience singing and acsitages and

night clubs in Los Angeles, San Francisco, and New York City. In fact, her baggen during

an amateur radio contest at a “Latino Theater” in Los Angeles in 1938. Yet, despitg the

artistic tours under her belt, touring Mexico was not the same as performing Aefboeand

U.S. born Mexican crowds in the United States. “You have no idea how afraid | was to come to
my homeland,” she confessed. Mufioz was fearful of the Mexican audience’s respogise t

but her reluctance ceased when she received a personal invitation from timeescsiager and

P L . 42 C
composer, Agustin Lara, to be one of his infamous “interpreterShortly after arriving in

Mexico City later that year, she received a number of film and theates afid wasnstantly

declared the “New Radio Figure” by Mexico City magaﬂmiiolandia%

Clothing, Patriotism and The Cancion Ranchera

In the 1940s Mexican singers who took up the circuit from Mexico City to Monterrey, El

42 jOigal, June 17, 1944.

43 Radiolandia May 19, 1944RadiolandiaMay 26, 1944.
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Paso, San Antonio, New York or Los Angeles, captivated their crowd by siragiolgerassuch
as“Pelea de Gallos”(The Cock Fightand“Arriba el Norte” (Long Live the North), two songs

which radio singer “Alejandra” admitted were frequently requested bgiuteences during her

1946 trip.44 Mexican immigrants had an affinity for this music at the timaghera in fact,
had a longer lasting presence in the United States than in Mexico and was trabjerééxport”

genre of music.

While theboleromade its way into the urban centers of Mexico during the 1930s, the
cancién rancheralso became a new song genre. Derivative ofdineidbn mexicanahistorians
have noted that it existed in the nineteenth century, but began to beraatibdra(literally, “of

the ranch”) during the 1920s when, in the midst of post-revolutionary national asseiogs,

in order to be truly Mexican “had to invoke the rural woﬁg.”rhis scenery was familiar to
Mexican immigrants, many of whom had migrated from rural Mexico to the Northioothe
United States. The emergence of songs suthlidsen el Rancho Grande,turing the 1930s,
introduced a new trend of Mexican music which coincided with the growing national film
industry. Thus, standardized forms of popular music likeaheherawere designed to attract
audiences on a national and international level. This was useful for this genreebhebanoame
integrated with thdariachi, the interpreter of theancién rancheravho traveled the world and

became a national symbol of Mexico during the 1940s.

By mid-century, theancion rancheravas the most popular musical style among

Mexicans in the United StateRancheramusic was particularly appealing because it

a4 Radiolandia Septembe2l, 1946.

45 _. , . : )
Ricardo Pérez MontforExpresiones Populares y Estereotipos Culturales en Mgkio
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“negotiated the transition to urban life” for countless migrants leavingrilnair

upbringing and heading North to the United States in search of pros4;§3emiyus, when
singers Pedro J. Gonzalez, Maria Padilla or the troubadour Freddy Quifionessang thi
music, their popularity increased. They were also in vogue because they focused on t

individual and his or her life experiences, trials and dreams.

The state turned to one specific representation of Mexicoatitheraand theMariachi,
as the best Mexican export. In part, this was to rectify the misuse ohddeazican songs. The
government and the intellectual elite did not see eye to eye on this issue. nBefextdea that
there was little value in sending artists and singers as “cultural ardbes's® the United

States, one critic asked “Why send a Mexican singer to represent MexitdJexican music,

over there where they sih@g Cucarachdike the ‘blues?”47 But by 1930Mariachiswere
effective, some argued, because they sing “as though they were dngisgpopular singers and

are so sincere and are so possessed, that it appears as though they are adoag setart is

all sincerity and expressioﬁl.& Through the radio and the cinenvariachis effectively
“popularized the soul of the Mexican people overseas” which is why, by the mid-1940sp Mex

invested more attention on these spokesmen of Mexican culture. In addition, becaussehey

singingrancherassongs that told stories and individualized experiences of being Mexican, they

46 Mary Kay Vaughan and Marco Velazquekjéstizajeand Musical Nationalism in Mexico” in
Mary Kay Vaughan and Stephen E. Lewis, etlse eagle and the virgin: nation and cultural
revolution in Mexico, 1920-194®urham: Duke University Press, 2006), 111.

a1 El Universal llustrado October 1, 1936.

48 El Universal llustrado November 21, 1929.
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. . 49
were able to connect with audiences no matter where they performed.

For Mexican immigrants in the United States, listening to this music was alsy to
re-affirm their patriotism. Freddy Quifiones, a Mexican troubadour for exarapdled he “felt
more Mexican than ever,” after witnessing Tito Guizar sing the clemsahera,“Alla en el
Rancho Grande’at the Memorial Opera House in San Francisco in the 1940s. Guizar, who was

considered “ambassador of Mexican and Latin American music in the entlce"wespired

Quifiones to give himself wholeheartedly to his singing career in the United.@tate

By the 1940s, there was a clear distinction between the music being produced and
consumed in Mexico City and the music being exported abroad. At home, Mexicarexienjo
morebolerosthan their immigrant compatriots in the United Status, who had a stronger liking
for rancheramusic. Published record sales confirm these statements. For examplgingdoor
XEW, between 1939 and 1942, the songs requested the most by the public leéreegl
Between March and December of 1942, 63 out of 100 composition$wleresand out of the

top ten “Peerless” record sales between March and December of 1945 more thaer60% w

52
boleros

This was not the case in the United States. Record companies published their number-

49 Radiolandia,February 18, 1944.

>0 Victor Alejandro Espinoza Valld,a Vida Misma: Fernando Freddy Quifiones, un trovador
fronterizo. (Guadalajara, Jalisco: Centro Universitario de Ciencias Socialeswaildades,
Universidad de Guadalajara, 2008), 52.

>1 Radiolandia JanuarylO, 1943.

52 Radiolandia May 4, 1945;Radiolandia August 14, 1945Radiolandia November 16, 1945.
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one hits and recordings and in August of 1944 PHAM noted that not only was Mexican music
very popular in the CBS radio programs of New York City, but that the “Victor” dscor
recorded in Mexico in highest demand in the United States‘efese quiere en Jalisco(This

is how you love in Jalisco) arf¥o soy puro mexicano{l am a pure-blooded Mexican), both

canciones rancheragcorded by Jorge Negre‘?%.Since the late 1920s, the Mexican and U.S.
born Mexican community had a liking for music that was not classical and ogergntic. In

urban centers like Los Angeles and San Antonio, for insta@m@ridosare sung in Mexican

54

theaters and over the radio on programs for pleblo

Thecancién rancheravas popular among the Mexican populations of the United States
for a number of reasons. First, for those who migrated away from Mexico to thd Btates it
served the important function of “underpinning the dynamic of nostalgia and merobtie
countryside.” Far away from their native lanancheramusic gave the people yearnings to

return to that which they had lost.

Second, this style of music was popular among the immigrant population as it was “the

first genre created fundamentally for commercial exploitat?oSnPor example, after arriving in
the citiesrancherabecame urban, and its byproduct, bloéero rancherowas popularized by
the voices of singers like Lucha Reyes and Jorge Negrete who expoggehtiei®f music to the

public through films, radio and live performances during the late 1930s and early 1940s0 The tw

>3 Radiolandia Augustl1, 1944.
>4 Nellie Foster, “The Corrido: A Mexican Culture Trait Persisting in Soont@adifornia,” 22.

2> Yolanda Moreno Rivagiistoria de la musica popular mexicaéxico, DF: Editorial
Océano, 2008), 198.
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genres, théoleroand thecancidén rancheragave record companies the ability to single out the
consumer and appeal to him or her on an individual basis. In particular, record companies
become successful because they did not follow the nation-building model of the kielte, w
aimed to make the country identify with certain common features, includingyhistasic and

traditions; instead, they saw the radio listener in his simplest human statsresimer.

The third reasomancheraflourished is that, as the U.S. born Mexican community came
to define itself by mid-century, they began to demand and produce this style ofomasinore

frequent basis. The Mexican and U.S. born Mexican community wanted composers thissing

life of ours here, with all of its sufferings and triumpﬁg.’By the 1940s, some Mexican
broadcasters like Pedro J. Gonzalez were not concerned with exposing their mudargethe
Anglo world, but instead, served a small audience of fellow compatriots. Gonzalezguiom
issues affecting the U.S. born Mexican population in his daily radio broadcasts gyasedm
songs such &%l Lavaplatos” (The dishwasher), which U.S. born Mexicans and their parents
could directly relate to. In addition, the style of music that was played ovedibens the
United States, mainlgorridosand thecancion rancherawere big hits among the Mexican

immigrant population A radio listener from California noted thagthcherasongs would make

. . 57
us forget even for a moment the hardship and worries of work.”

The Importance of Records

One aspect assisting the careers of Mexican artists and singereeoosy a

°0| a PrensaMay 28, 1934, p. 4.

>7 Box 1 Folder 9. Pedro J. Gonzalez Papers, 60, Chicano Studies Research Center, UCLA,
University of California, Los Angeles.
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record contract in the United States, in fact, was an important feature fiinghah
international performer. During the first half of the twentieth centbeyU.S. recording
industry came to be a major player in the diffusion of Mexican music to Mexican
immigrant communities and U.S. born Mexicans, to the formation of an overseas
audience and to the establishment of the careers of Mexican singers aad Bigisican

began making records in the late 1920s; thus, prior to that time, most of the music played
over Mexican radio stations that was not live came from records imported from the
United States, Argentina, Cuba or France. After 1930, radio transmissions began to
include live and recorded Mexican music on a more frequent basis. And by the following
decade, the two most prominent musical gerrelerosand thecancion ranchera,

competed for air time. From the outset, the national and international audience, which

. . . . 58
took great “pleasure in hearing Mexican stations,” also purchased records.

Even though U.S. record companies had a foothold in Mexico since the 1930s,
singers were forced to travel to the United States to produce a record beexise dtl
not have the advanced technological capabilities for its own record production until the
years following the Second World V\/%%. In the late 1920s, a number of singers and
groups like thélrovadores Tamaultipecos, El Charro Gil y sus Caporales Pepe

Guizar haccrossed the U.S.-Mexico border solely because they had a contract with

. . . 60 . -
record companies like “Columbia” or “Decta” Receiving a record deal was beneficial

>8 AHSEP, Expediente A-4/235.3(73).
59 .
AHGE, SRE, Expediente IV-245-11.

60 El Universal llustrado,July13, 1939La PrensaFebruary 15, 193'Radiolandia May 4,
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for singers because if they signed a contract in the United States thdikelgr® tour
California, Texas, perhaps even New York, depending on where the records were
produced. Other groups in Mexico, likes Alegres de Teraalso used the record
industry as a springboard for their careers in Northern Mexico and the Urated.SThe
duet gained exposure after their records, produced in San Antonio by Falcon records,

were distributed on a large scale during the early 1940s. The popularity of this group, i

. . . .61 .
fact, corresponded with the growth of the commercial radio and record industries.

Records were material proof that artists had “made it” in the United States
1930, singer, composer, and actor Guty Cardenas landed multiple recording and acting
contracts in New York City and Los Angeles, securing his stay in the United &tasn
entire year. Records were also ways to earn money. “l spent manynypaverty,”

noted composer Lorenzo Barcela, “but now thanks to phonographic records and the

: 62 . . .
cinema, | have earned a lot of money.”In addition, records popularized the music of
Mexican groups in the United States before they arrived in Mexios.Trovadores
Tamaultipecosfor example, recordecbrridos, huapangos, sonasd everbolerosfor

Columbia Records in 1929. These records, critics argued, were demonstrations of their

1945.

61 Francisco Ramos Aguirreps Alegres de Teran Vida y Cancioffgkexico, DF: Consejo
Nacional Para la Cultura y las Artes, 2003), 33.

62 La PrensaOctober 9, 1937.
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art, inspiration and genuine effort and were distributed in the United g?ates.

Record companies began recording Spanish-language music in the United States
during the 1920s. Companies dispatched units throughout the nation to acquire music for
the nascent Spanish-language recording industry, known at the time as “Ethne” mus
Record companies had been aware of the U.S. immigrant audience since the early 1920s
when companies like Columbia Records made Spanish-language records featuring
classical and concert singers like Esperanza lIris, Pilar Arcos, and ®lamesa. The
distribution of these records among the Mexican immigrant population is ditocult

measure. Chris Strachwitz argues that the audience for these recosisallagiven

that they were expensive and therefore only appealed to the upper %f'asEeEience

dating back to the 1920s, however, suggests that Spanish-language songs were diffused
through records and the radio in public places such as businesses, theaters and even street
corners. Therefore, even though an individual family might not be able to purchase a
record by Maria Conesa, for example, there were opportunities to listen tinigseris

public places like Olvera Street in East Los Angeles nonetheless.

As the Spanish-language industry was established, at times company
representatives also set up recording facilities in local hotels, likexasehere

Mexican musicians performed their repertory, including accordion instruntnextsad

63 El Universal llustradoSeptember 12, 1929.

o4 Chris Strachwitz, and James Nicolopuloggdia Mendoza: A Family Autobiography.
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. . . 65 .
been part of a cantina musical tradition Another strategy used by the recording
industry was to hire men who would listen to stations from Mexico and then bring singers
across the border to record albums. While singing for radio station XEP in thefstate

Chihuahua, for example, Adelina Garcia’s voice was heard by the record cogmpany

Columbia, in the United States, who hired her to travel overseas and record fngthem.

Mexican composers and singers took advantage of the rapid rise in record
manufacturing in the United States during the 1930s, and whenever possible, recorded
songs shortly after they were written. For example, before travelikgdadexico,

Maria Alma recorded her first sontiNoche de mar,”in Los Angeles weeks after it was

Written.67 Record contracts also aided the exposure Mexican singers received over U.S.
English-language radio stations. Singer and composer Tito Guizar who, “witlimg sa
anything, packed his guitar and his personal items and went to New York” in 1929 was
helped both by the growing record and radio industry of the city at the time. Upon
arrival, Tito signed a seven year contract with CBS and by the mid-1930s lasmasc

known throughout the United States and Mexico. Guizar even hosted his own show

called“Tito y su guitarra” (Tito and his guitarsa.8

When Mexican singers had a touring or recording contract in the United States,

65Jorge Reina Schement and Ricardo Flores, “The Origins of Spanish-LanguageTRadio:
Case of San Antonio, Texasldurnalism History, No. 2 (1977): 56-58, 61.

66 Radiolandia Septembet8, 1945.
67 . .
Radiolandia,August 4, 1944, p. 11.

68 La PrensaAugust 21, 1938, p. 2.
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they would sometimes extend their trip and appear in radio stations along the-Mexic
U.S. artistic circuit. For example, in 1937 when Pepe Guizar was traveling to Sa
Antonio to record for “Decca” he made a stop in Monterrey, Mexico to sing over station

XET and then in San Antonio where he appeared at the local radio station KABC'’s

Spanish-language radio prograrha“Hora Anélhuac.ﬁ9

The expeditions of Mexican singers in the United States also benefitted the
careers of U.S. born Mexican singers and Mexican immigrants living abroaffedn e
the journeys paved the way for the establishment of a generation of U.S. boramMexic
singers who, during the ‘30s and ‘40s, began their careers singing in radio programs
hosted by Mexican entrepreneurs and musicians. This group benefitted from shaf tour
Mexican singers in two ways. First, the continuous exposure of new music genres fr
Mexico allowed U.S. born Mexican singers and performers to combine newer and older
forms of music; thus, they were able to entertain the diverse audiencesdjathbee
theaters and public auditoriums of Los Angeles and San Antonio. Second, because of
their physical location in the United States, U.S. born Mexican singers hadseagiss
to the record industry. More records meant greater exposure and consequently, their
voice and music became available to the general public before that of Mekigars.
On the stages and studios of San Antonio, New York and Los Angeles, then, U.S. born
Mexican singers and performers lived out the post-revolutionary government and
commercial radio’s goal to reach the Mexican population in the United Statbsteuh

faithful audience, and instill notions of patriotism among them.

69 La PrensaFebruary 15, 1937, p. 2.
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A handful of Mexican performers who had settled in the U.S. and worked hard at
sustaining their careers during the late 1920s and 1930s were successful. Hieever
fate that U.S. born Mexicans encountered during the Great Depression when voluntary
and forced repatriation dislocated thousands, also affected Mexican adisiagers.

At that time, in many of the cities across the United States, the culturaftesia
production of the people was put on hold. As a result, Mexican artists living in the
United States were left with three choices: return to Mexico, move to New Yiyriaril
work in Vaudeville Theater or take meager jobs working for churches, charity
organizations or the English-language commercial radio industry. The ecomumic a
political events of the 1930s may have caused a setback in the careers of Magigan s
and performers, yet for U.S. born Mexicans, a new time opened up for them to grow,

perfect their talent, record music, and get their name out.

Despite the economic climate in the nation, the cultural production of the
Mexican community in the U.S. was thriving, especially that relating toanimsT exas,
the career of Lydia Mendoza, for instance, flourished during this time. In Saniént
and Los Angeles, U.S. born Mexican men and women produced records, organized
festivals and concerts, or complimented holiday events by singing pasootys. San
Antonio, in fact, had been the place where a number of Mexican singers and agasts be
their careers. Before traveling to her native Mexico, it was on the statfesTefatro
Zaragozathat Maria Alma began her career. Alma, who was both a composer and

singer, had recorded for Victor and signed a contract to sing for XEW upon heriarriva
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Mexico City in the early 19405.O

Since San Antonio was home to a number of auditoriums and theaters, Mexican
immigrants had ample opportunity to develop their careers. Thus, it was possible for
different musical genres to come together under the same roof. For exampbenithe ¢
sketch couple, Netty and Jesus Rodriguez, who were experts at perfoamiedgadesor
“ensembles of popular variety acts,” traveled throughout Texas, Arizona, Nelwwdviex
and California. In December of 1936, Netty and Jesus joined the acclaimed Miguel

Lerdo de Tejada orchestra, along wittmposer Agustin Lara, singer Margarita Cueto

and other Mexican artists on their tour of South Te7>%a§he convergence between the
musical genres demonstrates the fusion of musical and artistic stytgsahid Jesus’
numbers appealed to the working-classes while Lerdo de Tejada’s orchesttaown

as a culturally elitist group. The duets performances also resonated with theipopula
because they embodied archetypal characters mentionedciortit®s of the

Revolution, such as thedelitaand the faithful soldier who gives his life for the rebel

72
cause.

Records homogenized Mexican music and they appealed to the consumer in new

ways. In Mexico, they made live radio and live music extinct because aatistS8ngs

70 Radiolandia,August 25, 1942, p. 3.
n La PrensaDecember 13, 1936, p. 6.

2 Carlos Monsivais, “Yo soy humilde cancionero (De la masica popular en México)” in
Aurelio Tello, ed.La musica en México Panorama del siglo (k¥xico, DF: Fondo de Cultura
Econdmica, Consejo Nacional para la Cultura y Las Artes, 2010), 208.
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until they were “perfect,” recorded them, and radio stations distributed themhibrdug

the country, and then they were played simultaneously through chain transmissions by
the late 1940s. Records expedited the process for an artist to sign a long-teact contr
and popularized Mexican music on a larger scale. After witnessing therpanioes of

Tito Guizar in San Francisco during the mid-1940s, singer Freddy Quifiones
acknowledged that Guizar had “paved the way for those of us who are interpreters of the

Mexican and Latin American folklore, allowing our songs, which contain the tsele

. . . . . 7
musical feeling of Mexico, to be heard in the entire WOI’%."

Record contracts gave artists the first steps towards stardom and mreserve
Mexican traditional and folkloric music. With the help of Felipe Valdéz Leal ackidN

Acosto, for example, Pedro J. Gonzalez ‘dra$ Madrugadores’recorded with Victor
and Columbia records in the late 1956sln San Antonio, singer Esperanza Espino was
contracted with RCA records while she appeared with Netty and Jesus Rddriguez

theater company in San Antonid’'gatro Nacionaln 1938. Espino was an “exclusive

. . I 75
artists” whose records, according to the paper, “were in high demar@duntless other

groups, such dsas Hermanitas VazquendLas Hermanitas Vidaurralso had contracts

& Victor Alejandro Espinoza Valld,a Vida Misma: Fernando Freddy Quifiones, un trovador
fronterizo (Guadalajara, Jalisco: Centro Universitario de Ciencias Sociales grtidaaes,
Universidad de Guadalajara, 2008), 52.

“ Box 3 Folder 16. CONFEDERACION DE VETERANOS REVOLUCIONARIOS DE
DIVISION DEL NORTE. San Ysidro, California. Enero 21 de 1978. Sr. M. Claudio Estrada.
San Felipe 143 Mexico, D.F. Pedro J. Gonzalez Papers, 60, Chicano Studies Research Center,
UCLA, University of California, Los Angeles.

& La PrensaMarch20,1938, p. 5.
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with record labels When Juanita V. de Montalvo and Amelia Vazquez traveled to San

Antonio from Laredo, Texas in 1938, for example, they did so to record with RCA

Victor.76 Las Hermanitas Vidauryiin addition,who often toured with Jesus and Netty

Rodriguez in theaters and radio stations along with the U.S. border, had recorded with the

Blue Bird record Iabe?.7

Fulfilling the Post-Revolutionary Cultural Mandate

In the mid-‘30s some members of the Mexican immigrant community in the United
States self-identified adéxico de AfuergMexico Outside of Mexico) and walked around with
nostalgia for the Motherland, for the land of their upbringing. These feelingsexpressed
through declamation, poems, and of course, music. One important aspect of this music was
suffering, pain, and articulating the tribulations of living in the United Stdtesrder to convey
these sentiments, the community had to produce their own male and femaaadist
composers. In particular, the compositions of Pedro J. Gonzalez appealed to the U.S. born
Mexican community because he wrote about Mexican issues, real life evieatsegtand mixed
this was with popular music genres like thachera Gonzalez was also influential because he
saw himself as a spokesman for the plight Mexican immigrants encounteredJimitée States.

As he had been “the (first) Mexican radio announcer who spoke clearly and couragetusl

. ) . . 78
Reason and Justice for our humble Latino race, true owner of our Latin Americane@ohti

76 La PrensaApril 7, 1938, p. 8.
77
La PrensaOctober 10, 1939, p. 1-2.

8 [Box 1 Folder 9] 3. Pedro J. Gonzalez Papers, 60, Chicano Studies Research Center, UCLA
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As the years went on, Mexican artists who chose to stay in the United Statesearid the
immigrant and second-generation audience found that mixing older and new mussongesee
sure way to be successful. Netty Rodriguez’s performances, for examdillee with
enthusiasm and patriotism. According to the press “She is the folkloric artfidérico de

Afuera’because she knows how to interpret the feelings of the Mexicans here and in ker song

. . . 79
and her dialogues she has incorporated our unique elements.”

Similarly, on the stages of cities throughout the United States, integoétitrecancion
ranchera,like Lydia Mendoza, became closely identified with the actual songs they Butige
public, they were idolized for their ability to articulate the feelings apdessions through
poetic imagery that centered in the rural countryside. According to Yolande8i@Gygnzalez

one of the reasons that interpreters like Mendoza enjoyed such rich careerdtvedr ability to

. I . 80 . o
“articulate the sensibilities and experiences of the peopleMexican immigrants who chose to
remain abroad had the ability to connect with the different Mexican gesresdiiecause many
learned the skills to incorporaterridoswith thecancién rancherandbolerosin their

performances.

At times, Mexican composers and radio announcers also found prosperous careers in the
United States by appealing strictly to the Mexican and U.S. born Mexican audience

Comfortable with their social position in the United States, the Mexican populatiandeth

University of California, Los Angeles.
79
La PrensaJuly 23, 1939, p. 2-3.

80 Yolanda Broyles-Gonzalez, “Ranchera Music(s) and the Legendarg Mgidoza:
Performing Social Location and Relations,” 183.
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that their artists blend the traditions of Mexican music and, at the same tiorppirate local
features that would legitimize the community outside oRawia. Castulo Ortiz, for instance,

was a composer and poet who had migrated to Texas from Northern Mexico during thenaMexica
Revolution. After spending fifteen years in the United States, Ortiz had nt@naisong
specifically forMéxico de AfuerédMexico Outside of Mexico) but focused instead on classical
pieces which the press, along with the greater immigrant community, catsalaraste of his

talent. In factLa Prensaexhorted him to, “return his inspiration to the place where surely he
placed his heart and his mind a long time ago: to our cotton pickers, our factory and sawmil
workers, our street vendors, our women...to our hopes and our longings as humans who,

consciously or unconsciously, need to give a new color to the American cigilizati

. . 81
connecting the two dominant cultures and races of the continent.”

Yet Mexican composers who launched careers in the United States prospered for a
number of reasons. First, they wrote about issues with which Mexican nationalsleoiky i
and second, they wrote music that vividly expressed the hardships of living in the Shaites
as immigrants and second-class citizens. No other composer followed this mtste¢hbet
Pedro J. Gonzélez, whose popularity, in the eyes of some, rivaled that of Mexicas aimd)

film stars Pedro Infante and Jorge Negrete. His compositions covered afémg@es such as:

. . . . : . 82
unrequited love, religious pleas, political changes and tragedies affdutihocal population.

Gonzalez was a Mexican radio announcer, musician and composer who had been a

81| a PrensaMay 28, 1934, p. 4.

82 Box 10 A. “a las ocho me mataré.” Por Joaquin Aguilar Robles. Tijuana, Bajar@ialjf
Enero de 1969. Pedro J. Gonzalez Papers, 60, Chicano Studies Research Center, UCLA,
University of California, Los Angeles.
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telegraph operator during the Mexican Revolution and migrated to Southern Califolea in t
early 1920s. There, he took a variety of jobs before landing a positionlirAthedio station
KMPC in 1926. Shortly after, Gonzalez helped crebtis“Madrugadores{The Early Risers),
a name referring to a recording group, as well as his program, which aiseftahaifour to six

in the morning over station KELW in Burbank, California for several years.

The first way Gonzalez connected with his compatriots in the United Statds/was
writing about Mexico’s history and people. For example, the lyrics of his“stingo
Vasconcelista,'which was an homage to Mexican politician and Public Education Minister, José
Vasconcelostead: “I am avasconcelistavho comes here// To remember the Motherland where
| was born// And now that we are gathered together we find ourselves// In albledpita for

Mexicans// United we will show with great pleasure// That we will coetiouhonor the

Motherland which witnessed our birtﬁ.a’

In Los Angeles, Gonzalez ahds Madrugadoreslso sang nostalgic and humorous
tunes which his audience could relate to, many times because they had beendtHlispesic
Theater productions. His personal archive contains lists of his most faitrgaklist men and
women from Northern California to Baja California who tuned in to this Mexicao radi
announcer on a frequent basis and whom the composer kept in contact with after heagtired f
radio. Correspondence between him and Mexican and U.S. audience indicates thénsuccess
had in advocating for the concerns of the Mexican people and in furthering wolkssgrausic

for the enjoyment of the day. Letters from fans such as Matias Michelxiadvidarm laborer

83 Box 3 Folder 9 Song lyrics 1929-34 HIMNO VASCONCELOS por Pedro J. Gonzalez.
Pedro J. Gonzalez Papers, 60, Chicano Studies Research Center, UCLA, University of
California, Los Angeles.
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who had listened to the radio program during the ‘30s and ‘40s, read: “It is great to Ememb
those times when ‘Los Madrugadores’ not only delighted us with your songs but alsdeeémi
us what time we had to wake up and prepare our lunches for work. The truth is, those days are

gone but your name alone brings us Mexicans great memories of what lifé amsuafor the

. . . 8
Latino population at the tlme.4

The one feature allowing Mexican performers who stayed in the United Staissility
to succeed over their counterparts was the first-hand knowledge of the local pop tieir
habits, their trials, and their longings. Many achieved stardom because theisdsegan in the
locations where Mexican singers would not perform on their overseas tours. Foresxangpl
she began her career as a singer, Lydia Mendoza sang at the PlazatieinzZ8an Antonio.
“There were a lot of groups in the Plaza, but they were all men,” recabaddda“We were
women; we were the only women singers: my mother, my sister and I. We s@etkeabnly
group that was a family... No groups from Mexico came to play in the Plaza, dithas just

the Trios from around San Antonio and South Texas; strictly local groups. Of women, nobody!

. 85
Just us, we were the only family and the only women theréMendoza noted that when
Mexican groups, such 4®s Trovadores TamaultipecoslLas Hermanas Aguilavisited the
United States they sang in theaters. Mexican artists spent the majohigyrdfime in Mexico

City and then left to other countries like Cuba or the United States.

Pedro J. Gonzéalez was admired by many and regarded as an important hero and leader

84 Box 1 Folder 9. Pedro J. Gonzalez Papers, 60, Chicano Studies Research Center, UCLA,
University of California, Los Angeles.

8 Chris Strachwitz, and James Nicolopulogdia Mendoza58-59.
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California’s Mexican community. In fact, because he had been regardedeasieenand served
a prison sentence for a crime he did not commit, in the eyes of Mexican immuggndrttseir
families, he was a hero who suffered on behalf of countless others. In the 1930s, as Stephe

Loza writes‘the authorities in Los Angeles perceived him as a threat because of his

outspokenness during his radio broadca%?slh 1934, Gonzalez was wrongfully accused of
rape and sent to San Quentin to serve a sentence for a crime of which he waguéteda

After being released from prison, Gonzalez was deported to Mexico and took up a jobofor radi
station XEAN of Tijuana. The shame and suffering from his wrongful sentence gaas hi
outlook on the treatment of Mexicans in the mid-1930s in California. Years later, lee"themt
couldn’t look favorably on the discovery of the (first) Mexican radio announcer who spoke
clearly and courageously with Reason and Justice for our humble Latino race, teweobour

Latin American Continent%.s’7

In contrast, not all Mexican performers who traveled abroad demonstrated andiegt
of the environment in which they were traveling to. During the fall of 1943, fonicestshe
Cuarteto Metropolitandeft Mexico for a tour in Texas. Yet what they did not realize, which

one of Mexico’s leading newspapers was quick to note, was that “it was timehafrttest and

. . 8 . .
the people were in the cotton f|elc185." Consequently, their tour was a failure and they were

forced to return to Mexico.

86 Steven LozaBarrio Rhythm: Mexican American music in Los Ang@lé®ana and Chicago:
University of lllinois Press, 1993), 35.

87 Box 1 Folder 9. Pedro J. Gonzalez Papers, 60, Chicano Studies Research Center, UCLA,
University of California, Los Angeles.

88 Radiolandia September 3, 1943.
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Conclusion

In the 1930s and 1940s, as U.S. born Mexican singers traveled throughout the country
they made use of the radio to familiarize the public with their music. Som#egudfom record
contracts with major labels. Others were succeeding simply becausémsigiere singing
about the struggles and features of life of Mexicans in the United States, and respdociad t
circumstances. As the years progressed, U.S. born Mexican music, as its ayuligestically
advanced. Both men and women, like Pedro J. Gonzalez, Maria Padilla, Lydia Mendoza and
Netty Rodriguez, benefitted from knowing their audience and the local cianres.

Furthermore, this style of music and radio they made reaffirms what éorféaredes has stated
concerning the folklore and music created in the United States by MexiCEmsse*songs
should have resonance in all U.S. born Mexicans, for they are part of the history ekigihivé

in the United States. They record an important aspect of the Mexicaneamsriong struggle

to preserve his identity and affirm his rights as a human bgl%g.”

Through radio programming, live performances and music recording the historical
significance of Mexican markets for the music industry reached a catypligfferent status by
the early 1940s. From being stops considered merely for an extra income in the 1910s and
1920s, these markets had become by the dawn of World War Il the arenastadem,s
international status and hyper-Mexican nationalism could be achieved, disptalyeelebrated.
Mexican artists performed and recorded in the United States on regular bagidyrotsatisfy
the insatiable appetite in Mexican communities for ethnic music, but also to datsadkieir

artistic trajectories as international stars, high representatide)tan culture and

89 Ameérico Parede#\ Texas-Mexican Cancionero: Folksongs of the Lower Bdrlestin:
University of Texas Press, 1991), xviii.
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ambassadors of the Mexican revolutionary government abroad.

The cultural mandate given to all Mexican citizens after the revolutioriulfded in the
United States by U.S. born Mexican and Mexican immigrants like Lydia Mendoz@eiro J.
Gonzalez. In the stages and studios across the United Statexyrthegted with the local
population through music that exalted Mexico and included songs on the Mexican exparience i
the United States. Thus, as record companies and commercial radio statioleladppea
Mexican consumers to buy music or tune in to more programs produced, not in Mexico, but in

the United States the post-revolutionary project overseas failed.
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Epilogue

The End of an Era: Censorship, Television and Single-Network Chains

La television pronto llegard /Yo te cantaré y ti me veras...visteme bien mujeng\ista/ Ya
no hace falta tener buena voz/ So6lo hay que andar figurin.

The television soon will come/ | will sing before you and you will see me...dnessell dear,
dress me well/There is no need to have a good voice /You only have to look nice.

-Lyrics for “La Television,”1947

In Mexico, during the first half of the twentieth century, radio brought together
transnational culture, nationalism and consumerism. Additionally, along withrgpur
national and international commercial relations, it fulfiled many functionke post-
revolutionary state, including diffusing art, knowledge, music and culture. To the
government, radio transmissions were efficient avenues to convey the message of the
national reconstruction project, both within the country and across the border into the

United States.

In the 1930s, commercial and official stations responded to the goals of the
revolutionary elite which, among other things, included agrarian reform, secular
education and the consolidation of a new political partyPtréido Nacional
RevolucionarigqNational Revolutionary Party), or PNR. As the nation’s economy and
industry grew, along the U.S.-Mexico border a group of entrepreneurs built tathns
and created a listening audience of Mexican nationalgnamigrants. These stations

were considered “business cards in order to know Mexico ‘from the inside” awd gre
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drastically during the late 30’s and early ‘ZEOS.

In the United States, Mexican immigrants used Mexican music, mass media and
entertainment prior to the advent of the national reconstruction project of thegever
By 1940 the radio industry was completely transformed as a result of censorsimp, cha
broadcasting and international legislation. In fact, a competition ensued beheee
government and commercial radio stations along the border over the Mexicanantmigr
and U.S. born Mexican audience. In that decade, Mexico embarked upon a period of
World War 1l related richness which brought a number of changes to the mation’
industry, politics and entertainment. Mass media, in particular, underwetgrstri
restrictions under the administration of Manuel Avila Camacho (1940-1946), who was
concerned with the perceived effects of mass media content upon education, health,
family values, public morality and national culture. Using mass media to integora
nationalism and build patriotism did not lead to positive effects for the governmerg on t
other side of the border. Consequently, the industry saw a decline in trans-border
programming, a rise in record playing and an overall standardization of progsatimsy a
were recorded in Mexico City and shipped to the provinces for retransmission. The
Mexican people continued to tune in to radio on a daily basis before, and after, the arrival
of television at mid-century but the industry was not the same as it had been in the

previous eras.
Censorship

Government control of the radio industry intensified in the mid-1930s under the Cardenas

! Radiolandia March20, 1943, p. 9.
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administration, which ushered in a nation-wide project of broad agrarian and laivor. réfart

of his radical program included an overhaul of the nation’s economic system which Iypatural
touched upon the role of mass communications in Mexico. Cérdenas realized the irepairtanc
maintaining a firm control over the media and strongly believed that the propagandagsower,
well as the revenue-generating power, of radio should be kept under strict coriteol of t

government. In turn, he moved to enforce the existing Mexican broadcastingiagislat

beginning in 1934, when all commercial stations were ordered to transmit negigbullTwo

years later, amendments to the law indicated that ten out of every sixty nohateme had to

contain government propagandalighter control was exercised again in 1937 with the creation
of La Hora Nacionawhich mandated for commercial stations from the Yucatan peninsula, to
central Mexico, to the northern border in cities like Tijuana and Ciudad Juarez, theplay t

weekly broadcast.

Prohibiting commercial stations from broadcasting any political infoonain the 1930s
the government merged politics with radio programming by inaugurating acidbffadio
station, XEFO. In the late ‘30s and 1940s the station became an organ of the PNR, which
transmitted classical music in their daily programming in an effort tg3high culture” to the
audience. Despite efforts to modernize the station by constructing a newfetutie station in
1935, the state’s efforts to create a “National Radio” were not generatinggos#ults. As one

critic whose penname w&$ Caballero Palido(The Pale Horse)oted in 1935:

2 Archivo General de la Nacion, Fondo Secretaria de Comunicaciones y Obraad?ubli
(Hereafter AGN, SCOP), Expediente 22/131.6 (725.1)/155.

Diario Oficial, 30 de diciembre 1936. “Reglamento de las estaciones radioeléctricas
comerciales, culturales y de aficionados.”
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Radio experts want to know, how much fun do the working and laboring masses have
listening to operas, rhapsodies, sonatas, etc, all the time? AHdapangos, corridos, sones
and Revolution episodes, and all of that music and popular literature, which is ofpedahimse

to the people, when will that be transmitted? In the year 2000? For the hundreds of peatsants t

hear [XE]FO every day it is 100 times more interesting, musically, Tatad\than Beethove%.

In the 1930s, the duty of the federal government, who dispensed licenses for new
stations, was to both protect and patrol the social function of radio in Mexico. In twirfigil
decades the State’s role in the radio industry became twofold: it took on the look& ofverseer
and broadcaster. Through a number of inspectors, the Ministry of Communications and Public
Works monitored the broadcasts of all commercial and official stations. Fardestm
September 30, 1931, the Communications Minister received a report on the activitypnof sta
XEN, owned and operated IBerveceria Modelan Mexico City. The inspector, whose reports
were signed only with his initials, noted that in accordance with the law stattrgjdtians
could broadcast informational conferences to the general public, XEN was broaglaasti
program calledHora Impulsora de las Actividades Nacionale@’he Propelling Hour of
National Activities). In the program, prominent Mexican businessmen wenaeotimg on the
recent 1% government tax increase and its effects in the nation. Howewedjragto the
inspector, since September 27 the speakers had become highly critical ofatrergou’s
actions. Calling them “scientific stupidities,” the orators attacked tirerduadministration and
leadership noting that “it was time that they leave the Cadillac and retuna ¢auth from which

they came; that it is time for them to visit the factories and take note, shalainderstand the

4 El Universal llustradg November 14, 1935, p. 10.
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. 5 o - .
work that it takes to make one pesoWhile discontent was common within labor force during
this time, the 1926 law stated that any direct attack on the government would notdiedoler

Punishment to XEN, who had blatantly violated the law, came in the form of a fine.

Restrictions on broadcasting extended outside of Mexico City’s radio stations. The
Ministry of Communications placed inspectors in the North, who worked diligently rggbat
stations did not diverge from their intended path. In their reports, SCOP inspectaorslhot
information concerning the daily programming and extra-curricular acbviradio stations.
For instance, in October 1931, the assessor of station XER of Villa Acufia, Coahugla“ivrot

have carefully observed the services of said station...all of their English annmniseare first

. . . : : 6 .
read in Spanish, and in all of their concerts they play national music.”

When they noted suspicious or unlawful behavior, inspectors included the subversive acts
in their statements. Such was the case of the account sent by Francisao, Aguiispector of
the first zone, to the Communications Minister on September 21, 1933 about stations XEAE and
XEFD, both of Tijuana, whom he accused of transmitting propaganda from psyctsolagis
sold horoscopes, gave advice, and answered questions on the air from radio ligteners. |
addition, XEAE and XEFD were also dedicating songs and musical selectioiestts fand
loved ones, at times giving personal messages and saying the recipiéneies over the air.
Aguilar noted that this activity was in direct violation of Article 78 of the 1926tEte

Communications Law which stated that “the hidden or open transmission of personaglpolitic

> AGN, SCOP, Expediente 525/20.

6AGN, SCOP, Expediente 525/16.
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or religious affairs are prohibiteg."

At times, their job responsibilities included monitoring the broadcasts ajrstati the
United States, especially if they were located along the border. Inltbé 1840, Gustavo
Pérez Aldama, who was stationed in the border state of Coahuila, reported that forhadrats
observed subversive radio transmissions from San Antonio, Texas which spoke about rebel
groups in Mexico who were plotting to organize an attack against the government. Tars mat
which was brought to the attention of both the Minister of Communications and Foreign

Relations, demonstrates the interest the Mexican government had in ensuringstegen

. . . . 8
against Mexico, or her government, were not diffused through the airwaves.

Following Cardenas, Manuel Avila Camacho used the influence of his brother, who was
Minister of Communications and Public Works at the time, to imposed strict cepsorshi
guidelines over the content of radio transmissions. The control over mass media was so
extensive during the Camacho administration that record companies found themselve
apologizing for the content of their productions. In particular, the themes argldfficleros
caused generational conflicts and public debates. The growing conservativeipoaidltde
1940s considered many of the lyrics offensive to God and salacious and frequenstggrobe
response to heated accusations in June of 1945, for instance, record cBnopaoipra
Hispano-Americana de Mexig® HAM) printed a public apology for the lyrics in one of Agustin

Lara’sboleros,“Palabras de Mujer” (The Words of Women). In a written statement Lara noted

7 bid.

8Archivo General de la Nacion (AGN), Ramo Gobernacion, Investigaciones &oijtBociales
(IPS), Caja 442.
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that he wanted to make public “1: That God is withess of my Catholic faith and He knbWws tha

did not have any desire to offend him in my song and 2: The world is a witness of my fespect

. . 9
ladies, before whom | bow with all reverence.”

Chain Broadcasting

In the mid-1940s, the Mexican government’s cultural program was replaced by an
accelerated pursuit of capitalism and a cosmopolitan way of life, as advarneelsrology,
mass communications and transportation opened the world up to the people of Mexico. At this
time, for instance, Mexican radio listeners tuned in to the musical night life binited States
easily. Over station XEW they heard concerts by New York City’s NatiomapBgnic
Orchestra in Carnegie Hall or tuned in to NBC’s nightly programs featlitatgn American”
music, a blend of Afro-Cuban, Mexican and Argentine popular songs and tangos. In addition,
after Mexico joined the allied powers during the Second World War, Mexican stations
transmitted war propaganda, programs and news briefs, many timely diicgotthe British

Broadcasting Corporation, the BBC.

As these forces transformed Mexican society, the interests of natiowakkstor “chain
programming,” as it was called in Mexico, began to overshadow the work of coms&atans
along the U.S-Mexico border. In fact, commercial advertisements andrksefwoth introduced
in 1941, were fundamental in the direction that the radio industry took during the remainder of
the twentieth century. Together, the consolidation of a national broadcastiemsy Mexico
City, along with regional and international broadcasting agreements, led tophie trans-

border broadcasting from commercial stations by the mid 1940s.

9 Radiolandia June22, 1945.
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The efforts by border stations to sustain a Mexican overseas audiendeusteated
after the arrival of networks for a number of reasons. Chain programming cahresdio
stations in different locations in Mexico and offered similar programmirftgrethrough the
telephone or through recorded programs made in Mexico City, and distributed tcetfiesalr
stations through the mail. This process began in 1941 with the creaRadiof Programas de
México(Mexican Radio Programs) or RPM, the country’s first national network basedxiocdMe
City. Despite Emilio Azcarraga’s statement that the purpose of therkeivas to “intensify the

artistic exchange between Mexico and its neighboring countries,” the nga8tyhat through

RPM the links between capitalists in Mexico and the United States only grew sl%gnge

A large portion of Mexico’s media history during the twentieth centuryecsrmn Emilio
Azcéarraga Vidauretta, a media mogul and visionary who is credited for ssiagglMexico’s
most influential commercial radio station, XEW. He was also the founding fathes targest
media conglomerate in the natidrelevisaas well as a financial backer of the RPM project.

Azcarraga emulated the U.S. model of radio, dreaming that the stations under hisaaulttol
one day be as influential as the NBC or CBS networks in the United éjtanasaddition, he
held an international vision for the Mexican radio industry. In 1930, when XEW firstoment
the air, it was intended to be “the driving force of Mexican culture and art beyemndtion’s

borders.” In the following decades, XEW exceeded this goal and was admired ared twmibt

10 iOiga!, June 3, 1944,

1 Jorge Mejia Prietdslistoria de la radio y la television en Méxi@déxico, DF: Coleccion
México Vivo, 1972), 38.
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. . . . 12 .
for its technical advancements and for its commercial powen fact, as the station

professionalized, so too did the artistic life of the na%l%n.

Azcarraga may have been the financial overseers of RPM, but the network was the
brainchild of Clemente Serna Martinez, a radio engineer from the state ofrddgntho formed
the organization in 1941 with twelve radio stations. Serna Martinez, who sold advertstane
a radio station in Nuevo Ledn, recalled that when he traveled South to Mexico Qity, tther
1930s, businessmen in the capital did not believe that their announcements would be aired over

stations in the North. He recalled that after thinking of possible solutions, “in tagrpphs |

: L , : - 4
drafted a plan to establish an organization that would give advertisers n13|1£e)r19\'f31t:h.;L At
the time, diffusing advertisements through a national network filled an impedihivithin
Mexican industry and commerce. Within one year, RPM included more than 100 stations,

changing the future of advertising in Mexico forever.

For the radio stations along the U.S.-Mexico border, however, the appearance of RPM
was threatening; it was a new way for the political center, Mexicq igxert its control over

states in the North. “The radio stations in the provinces wanted nothing to do with us,” Serna

Martinez admlttecjf. In addition, RPM adopted a similar mission of commercial stations along

12 Radiolandia SeptembeR2, 1944.
13 ..
jOiga!, Septembe?3, 1944.

14 Bertha Zacateca¥/idas en el aire. Pioneros de la radio en Méx{ddéxico, DF: Editorial
Diana, 1996), 203.

15 hid.. 204.
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the U.S.-Mexico border: using the airwaves to create Mexican consumers in tiw Shates.
RPM, in fact, wanted to make radio in Mexico the “message of progress which isresstthe

borders and continents dail31/§’

Radio Programas de Méxiagas not the only network to appear in Mexico City in the
1940s, or to have ambitions to reach audiences in the United States. In the spring of 1944,
station XEQ inaugurated its own netwokla Cadena AzullThe Blue Network, which brought
together fifteen stations in nine different states and whose motto was taHtakghout our

territory and outside of our borders the expression of our feelings, through our music and our
17 . . .
folklore.”” " In fact, the Mexican press reported that in the United States, XEQ was “tree of t

. . . 18 . . .
most listened to Mexican radio programs.”During the remainder of the decade and into the
late twentieth century, Mexican commercial networks continued to enthrialSienish-

speaking audiences in the United States with high-quality programs.

In addition, the arrival of commercial networks prolonged the symbiotic relatpns
between the government and the private mass communications sector. Since théd 920s, t
government had enjoyed a close relationship with Mexico’s “media bosses,” wtlietied
Azcéarraga and others in the newspaper and film industries. Before 1940, the stéteiussvn
resources to diffuse nationalism, such as persuading its citizens to listeteisponsored radio

broadcasts likea Hora NacionalThe National Hour), a weekly concert which, by law, every

10 iOigal, June 3, 1944.
t iOiga!, April 1, 1944.

18 Radiolandia May 21,1943,
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commercial station had to retransmit every Sunday night. But, by the middletwktitesth
century, as Stephen Niblo argues, the Mexican government learned that it erad&ie an

indirect relationship with mass communications than to attempt to stand behind thegdrojec

cultural nationalisml.9 The arrival of RPM and other networks, then, was both an economic and

political force allowing large radio stations the ability to retain palltcontrol over smaller

stations and “dictate” the growth of the indus%?y.

In the late 1940s, as power shifted towards the capital city thanks to networks like RPM
andLa Cadena Azultelevision appeared on the horizon as the new form of entertainment and
the U.S. rose to a position as a regional leader in radio broadcasting, stationkealdrig)

Mexico border offering trans-border programming were forced to give upathiéty to target
the overseas audience of Mexican listeners. However, the work that Mexicaremat radio
began in the early decades of the twentieth century, the creation of an avid constkeeoima

Mexican music in the United States, is a phenomenon still in existence today.
International Conferences

Aside from national networks and censorship, another factor determining the decline i
trans-border and transnational broadcasts was a series of regional andontdragteements

that the Mexican government made with the United States and other countrieshiiderica.

19 Stephen R. NibloMexico in the 1940s: Modernity, Politics, and Corrupt{®dilmington:
Scholarly Resources, 1999), 355.

0 . , »
Fernando Mejia Barquera, La industria de la radio y la television y la politica del estado
mexicanaqMéxico, DF: Fundacion Manuel Buendia, 1989), 130.
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As early as 1921, individuals throughout Mexico had unrestricted access to theegjroma
regular basis, many of them experimented with radio broadcasting in theas hbusinesses, or

in public places. Proud of its progress in the field of mass communications, theaNprist-
revolutionary government participated and complied with intercontinentalragnt® Mexican
representatives attended conferences and conventions early on, such as thehaterna
Telecommunications Conference held in Washington, D.C. in 1929, where it was determined

that Mexico would be assigned the call letters, XE and XF for its radiorstati

In the early 1930s, as the Mexican radio industry professionalized, Azcamagdher
media entrepreneurs realized that there was an unequal distribution of chatimels i
electromagnetic spectrum in North America and that, in fact, the nyapdtihem were being
utilized by the United States. Regardless of the law, many Mexican statezhthaschannels
assigned to Canada or the United States, which was not problematic untilvhlecéathe
“border blasters” stations in the early 1930s. After high-powered Mexicamstadions
broadcast to both English and Spanish-language audiences in Villa Acuiia or Qe fbr
example, the U.S. government took interest in Mexican radio broadcasting fosthieni. In
particular, the government was committed to shutting down the stations under ¢hierdwé

FCC evaders like Dr. Brinkley, whose XER station advertised a surgical precgdere male

o . 21
genitalia was replaced by goat glands as a male impotence remedyeogat

In effect, the high-powered transmissions of the “border blasters” led to a namber

disagreements between the United States and Mexico over broadcast freqoentgrad. In a

21Gene Fowler and Bill Crawfor@order Radio: Quacks, Yodelers, Pitchmen, Psychics, and
Other Amazing Broadcasters of the American Airw@@estin: University of Texas Press,
2002), 203.
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series of meetings over the course of the next two decades, a power struggknitested
between the neighboring countries. In the 1933 North and Central American Regional
Conference held in Mexico City, the United States first expressed its ttessguce the
frequency of the border radio stations. The basis for the request was thai tiegions
disagreed on the definition of the role of radio broadcasting. In Mexico, the gardrand the
private media sector believed that “radio transmissions are national and ioteinservices;”
noting that “especially along the border, which is a zone of cooperation, it is inevdakde
radio to broadcashot just in one country but in the neighboring one as well.” The United
States, on the other hand, maintained that “a broadcasting station was to sereedsts of the
population within the country and is not for an international service.” The U.S. envoy to the
Conference, Mr. Sykes, in addition, noted that “we could not consider border stations as being

needs of IVIexico.22

The Mexican government did not surrender immediately. The representatiee at
Conference, Anselmo Mena, reported that as the countries were draftirag liegislation, the
United States expressed that as a way to reduce the influence of bordes stiagly wanted
Mexico to ban stations from broadcasting in short wave frequencies, thabss gozat
distances. In response, the Mexican delegation noted that its stations alongénhevieoe fully
complying with international law and were important to the nation for a number ohgeas
“They constituted an industry of national interests; they extended Mexicargpraf@aabroad,”

and most importantly, “because they are a point of contact with the Mexican pedme of t

22 Archivo Histérico Diplomatico Genaro Estrada (AHGE), Secretaria teclRees Exteriores
(SRE), Expediente 111-300-26.
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United States.z’3 No formal legislation was passed in 1933 regarding the purpose of “border

blasters,” but for the first time, radio stations whose sole mission was ¢t ttaegvViexican

audience abroad were placed in the spotlight.

The United States vocalized their position again four years later in HavanaaGhba
First Inter-American Radio Conference. There, the U.S. delegation persuaxied Meagree to

a reallocation of radio frequencies in North America in a provision that included, if not

prohibiting them altogether, reducing the number of stations along the 6grmxico
continued to participate in conferences held in Washington D.C. and Rio de Janeiro in 1944 and
1945, respectively, stations along the border that seeeated, not by U.S. outlaws, but by

Mexican entrepreneurs, were at the losing end.
Conclusion

Radio stations stitched together Mexican communities in the United Byapesviding a
complex and well developed set of services, from live performances to block proggamdia
vital recording industry, that enhanced ideal visions of the Mexican family, ¢éxecdh nation
and the Mexican people abroad. Between 1920 and 1950 the music-performance media business
catering to Mexicans in the United States evolved into a full fledged entedat industry,
solely capable of propelling Mexican performers to the status of cultural sadeas, to feature
them in the most important venues in places such as New York City, Los Angelesiand Sa
Antonio, and to make them into international stars with generous revenue from live

performances and record sales. The unique ways in which these markets ddvtestioan

23 bid.

24 Gene Fowler and Bill Crawfor@®order Radio224-225.
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nationalism, mass consumption, patriarchal values and transnational networksfytdlreati
entertainment demands of Mexican families in the United States, ileigtevitality and

inventiveness of entrepreneurs, broadcasters, artists and audiekiéascio de Afuera.
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