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200 Chapter 10— Tricia Rose

sic and culture. Although some of the more upscale downtown
is was not a break from tradition-

New York clubs excluded black and Latino teenage b-boys, thi
al class and racial hierarchies in New York nightlife, and plenty of uptown disco clubs were in
operation. Instrumental disco singles served as the musical accompaniment for several eatly

raps, and disco’s transformation of the role of the DI into a “master of musical ceremonies” set
ion for rap’s collage-oriented mixes. For

the stage for rap’s DJs’ providing much of the inspiration

a discussion of the substantial link between disco and rap, see Nelson George, The Death of

Rhythm and Blues (New York: Pantheon, 1990), pp. 188-91. For a discussion of disco as a
“Crossing Over: 1939-1989,” in

black and a black gay musical culture, see Reebee Garofalo,
ican Americans in the Mass Media

Jannette L. Dates and William Barlow, eds., Split Image: Afr
(Washington, DC: Howard University Press, 1990)
11. Nelson Geotge, “Rap’s Tenth Birthday,” Village Voice, 24 October 1989, p. 40.
12. Dominique Di Prima and Lisa Kennedy, “Beat the Rap,” Mother Jones, Septem-
ber-October 1990, pp. 32-35; Jill Pearlman, “Rap’s Gender Gap,” Option, Fall 1988, pp.
32-36; Marisa Fox, “From the Belly of the Blues to the Cradle of Rap,” Details, Tuly 1989, pp.
118-24; Tudith Halberstam, “Starting from Scratch: Female Rappers and Feminist Discourse,”

Revisions, 2 no. 2 (Winter 1989): 1-4.
13. Nancy Guevara, “Women Writin’, Rappin’, Breakin’,” in Mike Davis, et al., The Year

Left 2: An American Socialist Yearbook (London: Verso, 1987), pp. 160-75.
14. Angela Davis, «Black Women and Music: A Historical Legacy of Struggle,” in Joanne
M. Braxton and Andree Nicola McLaughlin, eds., Wild Women in the Whirlwind:: Afro-
American Culture and the Contemporary Literary Renaissance (New Brunswick, NJ: Rutgers

University Press, 1990, pp. 3-21.
15. Hazel V. Carby, “it jus Be’s Dat Way Sometime:
Blues,” Radical America 20, no.4 (1986): 9-22.
16. Roxanne Shame was the first commercial breakthrough female artist. Her basemen
» (1985). Sec also more recent works by Yo-Yi

produced single was “Roxanne’s Revenge
Monie Love, Ms. Melodic, Harmony, Antoinette, Oak-town 3-5-7, and Shazzy.
17. Cited in Jill Pearlman, “Rap’s Gender Gap,” Option (Fall 1988): 23-36, 34.

18. Cited in Di Prima and Kennedy, “Beat the Rap,” p. 34.
19. Pearlman, “Rap’s Gender Gap,” p. 34.
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Lopez, Ricky Martin, Marc Anthony—was never
boom, but rather as 2 Latin music boom. The term

itself, Latin music, in contrast to Latino music—or, for that matter, Puerto
Rican music, Afro-Caribbean music—is a central signifier of the dominant
constructions of Latinidad. Yet, if the so-called Latin music boom is a direct
result of the demographic growth of U.S. Latinos as a consumer powet, and

Mexican Americans constitute about 60 percent of that sector, why do the
music figures that metonymically represent this sector happen to be mostly
Puerto Rican and C the result of the direct,

aribbean? This phenomenon is
historical colonial relations the Hispanic Car-

between the United States and
ibbean. It is informed by the diachronic continuity of dominant representa-
tions that have cannibalized the local cultural produc

tions, and particularly
the music and thythms that have emerged, ironically, as forms of resistance
tutions and hegemonic powers that be.

to those dominant insti The term Latin
c. and cultural realities of every- emerging in
> . the new La t
: ino urban space
S
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that can
. produce or
mirror the reduce power. These inter-

cul 9
not positionad Eria}ﬁrs‘t of the 1980s because
tain gr sites of instituti
Profegss(i)ups such as the Cuban exil;mtmnaI po
pe dl.Veonals and elites do hold powe and ma
becalise rf)i‘ ‘t’;’lays in which U.S. La’cinor/a]:n e
¢ multiple subjectivities asn(eix.e
1

processes of interlati
this article on “culnlllrl;)l transc’ulturations are much mo
what I called the “com et‘fVars suggests. While [ havée complex than what
Latinidad (Aparicio 11)99191;g iuthenti(:itiesn that Constitutprf}:/louSIy explored
. ? 2 1 i c
forms of negotiations, m 1s equally true that there aree i’? glger ace of
X 1ll numerouys |

utual tran, i
sculturations, cultural divergenc
es, and |

Coast figures—J ennifer

articulated as a Boricua
Latino negotiationg do not

the majority of Lati,
os
nng;t .although of course chf
" mTAmerlcan immigrant
respective fields. Becaus
r01s§ fmd articulate power o
dentities that we embody, iﬁd
, the

music boom deflects the social, demographi
day life among U.S. Latinos and replaces what is socially real Latino with eas. The Ne
. . . ) : w Yo ; . and in
historically familiar, acceptable, and contained images of Latinos that the natemalan immjog’;]; Ii lmgiv article, for instance r(:tgz imtahller cities and rura]
e of the most sienj girl named Gabriela Mj 0 the fact that a rec |
gnificant inueza, age 9, sang « ent |
’ > sang “Preciosa,” |
? |

into its own logic. Yet we also know that the
American musical productions from mos|

of the Latin music boom, which is historically informed by their exclusi
from national citizenship as “illegals,” has been also duplicated by the he
monic, Miami-based, Latino musical industry in the first presentation of

Latin Grammy Awards.

Another dominant construct about Latinidad is the more recent image
the Latino “cultural wars,” as articulated in a 2002 New York Times atti
(Kugel) that attempted to examine the social transformations and cu
tensions between Puerto Ricans in New York and the newer immi
groups there. Titled “Latino Cultural Wars,” this piece addresses the 1
that the influx of so-called “other” Latino groups have had on the cv
public presence of Puerto Ricans in New York. I mention this article be
it frames the social interactions among various Latino groups

conflictive competitions for cultural hegemony.
and new forms of cultural negotiations taking place among vario

American national groups in specific urban spaces, such as New Y
cago, Los Angeles, and Miami, as “cultural wars,” a term that ec
right-wing attacks against multicultural education throughout thy
While the “cultural wars” i the 1980s were, in effect, struggles
enacted by Anglo-dominant sectors in positions of public power
institutions, the “cultural wars” suggeste

» patriotic hymn,
s that prai
ltural . this se Puerto Rico |
hegemony in New York i event to argue that the P » 10 her
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lonial imagj g other Latino
Chi . 0 ginary and logi
hicano history, I want to - posal for understanding Womg C,, to use |
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despite the onism and ensuing by bridity oy onie !
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nent to the ways in Wh?_it a Guatemalan irmmigrant 5.0 1t1c‘:al relations to 0
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United States can integrate
systematic exclusion of Mexican-

d in this article ate not eq
original referent. Indeed, power i

Latinos in the United States still need to be teased out and unde
the complexity of social positionings, class differences, race, g
tities, colonial histories, immigration status, and a myriad 0

even comparable, t0 its
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Jennifer as Seleng

ena for the film. These

role in the ways in which Jennifer Lopez “became” Sel
gender ideologies are overtly discussed in Lpurdes P(_)rtillo’s documentary, beauty and good taste”
but visually articulated. the “Puerto Rjcan dizsp(lgg) but also that Jennifer 1.6
ora” to have “3 pj 0pez’s rear e
1 nd aIIOWS

g culo to call our own endin
, ga

class citizenship in both the U

while in the Nava film they are silently,
d with differentiating ourselves to
nited Stateg and Puerto

Latina scholars have been so preoccupie
the larger Anglo world that we have overlooked the fact that there are physi-
cal similarities among some of us. The similarities of the real bodies of both ~ tion, for Puerto R
Latina look” that is, i 1can subordinatj :
50 fame and fortune. Because theugzgf)n continues to be
1es of Latinas, Afy
> O

Selena and Jennifer Lopez speak to the reality of a
this case, not a homogenized result of Hollywood, but in fact two concrete, en of color hay.
nces between the body measure- € been historically construc ted
1 . ed SO a

real Latina bodies. The uncanny coincide

ments of Jennifer Lopez and Selena at the time of the filming were fore-

grounded by Selena’s seamstress, who remarked: “All the costumes in the

movie were made from the original pattemns. So when they told me what to

make, 1 just went into my boxes.” “Jennifer had only an inch difference m
d she lost it.” Manuel Pefia (1999:

her waist, but she brought a trainer in and
Selena played a double function in terms of her

;(;Zgatmo viewers as icons of
as “patriarchal s
ynechdo ” e
grammar of masculinist discour(s;[elrlseS (Aparicio, 1995; 142-53) in the |
. e larger

g

203-7) has argued that
physicality and body. He frames t is doubleness in terms of the analogous figure
xplain how Selena served both as a cultural hero with cialized and gender (:if fa Boricua whose live butt |
areer. Yet these “eXCeSSlefs‘irences and “excesses” in ?;E;?ged notions of “
own musical |

«exchange value” t0 €
which her community could identify, at the same time that she was capitaliz
ing on her sexuality to serve as an object of desire for mainstream audiences.
The double-edged sexuality, constituted both through the virginal, goo
daughter image and the emerging sexual symbol that Selena constructed for
herself through her “pustiers” and revealing costumes, is not necessari
informed by a segmented audience, as Pefia suggests, but rather by patri
chal discourses that, through processes of racialization and erotization, obj
ding to some of the theor

tify Latinas’ bodies. It is interesting that accor
above, Selena could only be «gexual” for Anglo or non-Latino audien
s the potential desire of the Mexican ma Z ultimate]
Yy experimented wi
with transfo

cultural projection that mask:
the young Tejana singer.
In the cultural realm, the body curvature, the long, dark hair, the full fer Lopez has signifi
and the rear end of both Latina entertainers, Jennifer Lopez and Selena e). This reveals th C?ntly transformed her bod
ities, a pri ; e difficulties of said reg; y and her hair since the

become symbols of their pride in their racial and ethnic ident
both singers articulated as part of their public personac. If critics . My point here is that .
- at the bodies

Lopez’s moment of reaffirmation of her sexualized and racialized “b hteral]y sites
. " thr .
t “todo es mio, it’s all : ough which hegem

were muted and
undermined
esented S Ve '
ooomed ¢ }elzlena as a mostly virginal g(l)lgzl Zpatﬂ-
sexual desj ’ iy
o ith, 1l desires and needs o
s ;;::nj flzza with Chris Pére£ Tlfdowl?.
pt to “naturalize” bt
- alize” her bod i
tructedness of her sexuality o};W’f oy
stage, ‘

chal directives, which re

t rather than as a youn "
€ movie scene WhengSV:
mments that she never dj
d to undermine Selena’s

Cristina’s talk show when she responded tha
(Negron-Muntanet, 1997; Paredez, 2002), Selena was consistently nd physical e ed. Both
. ; m b
bered for having reaffirmed her Tejana identity, for having resisted stance. While tl?r(l’t‘iﬂnents of simultaneous C‘Z)CIILCS. were public enact- i
nial beauty standards of both Mexico and the Anglo industry (in M make up, Costumeer;nz and journalistic acc(,u:lltlsal C}esue and subal- “j“‘f‘ |
dominant Mexicans & oregrounded the ph}?smlell% and other aspects ofthe(;)rcfze e of 1
Simila uction of the

was called a naca, derogatory term used by
those who are “Indian” looking). Yet the social, cultural, racial, and.
meanings of these two public Latina bodies are not exclusively se bodies and bo dy

- : : Uy parts artic

resistance to colonization and to patriarchy. Their social meanin
more complex. For inst i .

ance, Negron-Muntaner asse
of the butt” that “a big culo does not only upset hegemonic (white
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one
d actresses from
ions that actors an oup, as
. . he expectations ’ that same gr P,
tity politics and ngln{[y perform another sub;;citioilﬂe as Miguel Pifiero
. can iami Tal . .
nationa! g'rmgie discussion about Benjamin f Jennifer Lépez to play Selena ~ (Negrén-Muntaner, 1997 184), they also alloweq Lopez to articulate her
reflected 17 then the case of the selection Od the Puerto Rican/Mexican di- affinities with Selena a5 S. Latinas: “Selena ang I are both Latinas ang |
(Kim, 2092)’ ought with debates aroun lect the actress who would both had the common experience of growing up Latina in this country. This |
was ineVIta}?lyo:g hand, the casting call go Szrticipation of 20,000 young was good enough” (Negrén-Muntaner 1997: 184).
yide. O*? Steleena in the movie tfiggere,"f ; set;zes This is the second1 largest
interpre ‘or cities in the Unite . ueen.com/selenamo-
Latinas in ﬁv§ major }Silstol‘y of Hollywood (te?qne)ig e if she would be
casting call in the Nava called Jennifer”LOPeZ exqueen). I quote this
vie.htm). When G‘rcnleg_!,orfli’1 the rest was history (_texmtylg and charisma was -
interested, “she did, a that Lépez’s personality, s 't to other Mexican However, it is not on]
phrase because 1t Suggf}?ftsTex Mex singer. Yet, in contras fact. similarifies
3 m s .
comparable to that Oﬁ ; ionsidered for the role, there ?;:E were articulated in ! _ :
actresses who were 150 d the Tex-Mex singer, £ colonialism on vidently in the danc
between the Bronx Boricua aI;s and that reveal the effects o curvature
ting proce . orities. ~
and throggh e (zlals\/[eéfans as historical mm(.)ﬁneiaﬁna such as Selena, and
Puerto Ricans an n a Mexican-American Havek. weré evide !
differences betwee ibi Gaytan and Selma Hayex, . ¢ . Narratives
The it tresses such as Bibi Gaytar 1 location. Bibi Gaytan wa ize the following-
other Mex1canfa;3 uage, culture, and nationa the film would be producec 1ze the following;
, t the oo
at the level of lang it was known that the ! ueen). Thi
. ted once ”? (texmex(q
automatically ellmg:;‘ Zk “had too deep of an ‘acc;:.nt (1 wic. and culiural la
in English. Selma gfthe heterogeneous social, mgll)lespite the goiisml
significant eVl‘éerllcea and these Mexican superstars.
tions between Selen

do not have media
duced by our own

FROM HIP HOP TO CuMBIA AND BACK

Z a chance to showcea
stage/musical performer.” She broke into en

se her natura] talents as g
tertainment ag one of the
tic Fly Girls on Fox’s ¢

omedy series “In Living Color,” and playing
+s identity as a M na allowed her to revisit her dance training. Lépez rehearsed extensively
U.S./Mexico border, Texas-borgl Sele;irilvs;:h Broneh (:Ihorel()grip;ler Miranda:) Garrison to faithfully recreate Sel
imity to the U.S. . Tejana, shares mc oun 4l style. Lopez remem ers,
Iijggl)f—Arxzﬂcan young glrlli an(lic 2: éayt;n. The linguistic gaps foregrouri
. I4 than with aye
Jennifer Lopez

d,
U

iggest challen
© part. It’s very hard to unlea

ges was the
I everything your body is accustomed to

. hat El Sho and that it doeg naturally. T had to learn what Selena did, which is very

¢ the same thing. (Is it a coilllicgll‘::r‘éz ;{iians?) Th : t from }in}lll ZWn dapcg ?stigct:.t’ ih:}sle contulini:nts reveal the ambigy-

. o n , 4ys in which dance is Cimed: 1t is both “ng al”

All?z;lcagzni:srzs very popular ago?lg N:::ii;)so reveals the transna Y locally

Johnny an in Hollyw henomenon t ’

ibility of Hay; 1li/Ian?ca(I}lazl‘iperstars into Hollywood, a p

; ex
importation 0

regionally, and culturally inflected and “learned.” Dance ag
tmance of cultyra] identity hag played a centra] role in the career
ment of both Jennifer Lépez an

d of Selena. If the movie itself dedi-
cene to the moment when Selena’s mother teacheg her to dance the
an interesting musical traditj

on transmitted here from woman
Jennifer Lépez’s own music

and “instinctive” yet
ment of
d replaces the need for the develop
isplaces an
many ways disp

i fession. In £

. in the acting pro .

soan-American talent ln' ited States mirt

national, Mexican ﬁ;nstars from Mexico to the U?(l) the United St

planned migration amming from Latin Ame‘ncazom0 ot 178), There

importatlonf o g;:ish Cable television (Davila, : :
is the base for

to
al career has also been based on her
. of . L . i
g ’eolrlrlnal.lcels m videos. Yet ;opez s beginnings with In lemg Col
ituted by a history of cu L '1362 have l(lis;;a ;nangements of her cuts locate her more centrally in the
. ; onstl i 0 . and hi i i ital-
a Latina exp«?ﬂe‘.“’ﬁ :hat both Selena and JenmfefEngush-spealan . i gexomf;teg?:ﬁeS- Altholugh Szlena and LostDu;]os caplt;tl
omic color}lzatlo o dominant languag? as | e hg X With pop styles an arrangements, her cumbia
particularly in terms 0_1 identify with the major 1ss r ﬂcl Oiieograpfhlc movements stj]] retained the basic traditiona]
. sarily jzation, one m ’ 1S dance form so popul i
who did not I.leces. inverse coloniza > . a8 @
homelands. Likewise, I?Iilllf; suggests that U.S. Latino/as
s al ’
cable television progr
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I gott. Jennifer as Selena
a say that a lot of
because it seems like she Selena fans have held bad feelin 213
88 against Jenp;
Nnifer

but apparentl forgot that it
y Jerni h C 1t was Selena th:
as surprised us all agud Showedatth i::w; her her big break
she rememberg ’
very

to Jennifer. (pub ven did a tribute i
L 50.exboard.c e in her first co
.com) ncert ever, M .
- My hat is off

se dance traditions and styles may mask some of the
ed as one of the many

them. If cumbias originat
ican slaves in the eighteenth century in the Atlantic
hip-swaying moves are historically analogous to
ct, while the trotting foot movements of cumbias

opated footwork of salsa dancing, cumbias

identities between the
commonalities between
rhythms developed by Afr
coast of Colombia, then its
those of salsa dancing. In fa

may differ from the more sync
also featur.e “repeating keybf)ard patterns” whi??‘are in fact borrowed ﬁ:(.)m But what does fhi
salsa. While Tex;Mex c‘umbzas are supposedly simpler than the Columbian  previous discuSSiols perfomative decision su,
counterpart, the‘ shufﬂ}ng step§ . cqme, as folklorg tills us, from slaves of and trans formatp on. Latinidad, it seems that ?gesf? In the contest of thi
who were dancing while wearing leg 1rons and. chains (Buq, 1999: 78). fominista that | lon into Selena is a reveal ennifer Lépez’s embodj §
ents of cumbias, Afro-Caribbean dance ons of both E;Efctgd through their resmta;?cg Ifsziance of, first, a Lanﬁﬁie r:;[
‘ a bodies and vi ¢ to dommant Soc’1a1 construal
C-

Thus, the common African elem

1d be foregrounded as a common racial genealogy that The Jennifer Lépez/
opez/Selena d

yad als

styles, and hip hop cou
has been partially silenced by the national values associated with these danc explo . o
forms. In the case of Tex-Mex music, this Africanness is transculturated int at fon:;thelr commonalities as 0010;e'veals the.lt U.S. Latinas will ¢
Mexicanness through the shift to the accordion, while in the urban East Coas stitutionsueTLO engage in struggles oflgfd subjects, as historical mizntlnue
the Africanness of hip hop and salsa dancing is mediated by the Hollywood ~ 1s. Thus, the fact that Jennifer :CourSe and power with don(]’rmes
mainstream images that are incorporated into the musical videos. (In Jennife s of ¢ Olorllja?'ulte }Jineaningful_ It parallirllsg ﬂslelena S songs in San }32nt
, s . . . . . . - 1sm . e . 11,
Lopez g case, her somatic ?ransforma‘uon mt‘o 11'ght§r hair, less butt, an s across Ilati()nt]at continue to affect the ev: uncovering of analogous
weight loss serves as a reminder of these whitemng impulses constantl . 4lso, & conti al groups. The presense of ;r}lfday lives of many U.g
nuation of, and ot Selena
> a foregroundi m San Juan re
ing of, the silenced Licpr, -+
’ ced history of

work, while the framing of musical videos such as «Waiting for Tonight” icans in P
tropical jungle speaks to the historically cemented, lingering, hegem - (Piclg lggzto Rico
:19).

constructions of Latin American identity.) It is not unsurprising that W The case
ts have explored the historical processes o sing Lat?zgyd()f Jennifer Lop.
: ad as an approa,

Colén, whose musical projec
cialization and whitening (“Color americano”), performs a song ent oo hi
. . ’ . g historical minorit ch that unveil

« 2 " . L orit1 . 1ls the 7

Cumbia bomba,” which merges both Afro-Puerto Rican bomba 1 identification of Jenneii“eiu]il? as Mexican- Amerlcajlfsﬁ:ltée; between and

V Opez with Selen nd Puerto Rica
a, an individual ns
Al one, as well

with the Colombian cumbia. Yet this production has emerged out e potential identi

relocation to Mexico City, and to me it serves as another example nnifer Ll, entificatory proc
‘ Opez

t can be found through an oppo critics calf ad,ve(:lll):nt}lllp ka:

€ the 0

Puerto Rican/Mexican analogies tha
genealogical roject that uncovers the African, subaltern elements
proj | e challenge of our demogr

cultural canons.
The fact that Jennifer Lopez paid homage to Selena in her fir s to dismi
> 10 dismiss the potenti
al

concert, which began in San Juan, Puerto Rico, speaks of the way! al experie
{liations are realized not only at th 0 rathelrlctis and for

' an fragment v,
s. Jenni

Latinidad and inter-Latina affi
al ways. Lopez sang urtection of the siapy T
ex

discourse but in more concrete, 1€ )
fer’s perform
ance as Selena, her

-Mex si
X singer was perhaps on

symbolic
Fall in Love,” and “apparently when she sang the song she begat such an aw,
they flashed images of Selena on a big screen.” It has beent report y the identi t?/r eness. This form of oppositionali e way of
ert” (pub30.€ ' Position that L%;Iétzl(ilsofcf casting deClsloHSO;lr?(lil t%’yn:;}’ have been
s € privileged

was the best Jennifer sounded all night in her conc
. .). This homage t

ftejanorosefrml.show .
y it has, on the one

performance triggered b
from some of the vestiges of the debates on the politi

casting process. One fan writes:

o Selena and the + aty
hand, rescued J€ , il S tha't the film
cs of identd - s are still to be ide
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NOTE

Jennifer
Paredez, Deborah (2002 Ver as Selena
215

54, pp. 63~ ). “Rememberin,
1. While it is impossible to trace here a genealogy of the term «[ atinidad” as it has been PP o g Selena, Re-membering Latinidad,” 77

deployed by major Latino/a scholars, T want to emphasize that the multiple meanings of the \” Theater Joypng
term have to do with the fact that it has been defined in various contexts and from various

disciplinary vantage points: from Felix Padilla’s social and potitical approach 10 “Latinismo”’
(1985) that stressed the strategic, collective mobilizations between Puerto Ricans and Mexicans
in Chicago, to Arlene Davila’s (2001a, b) analysis of Latinidad as a transnational, hemispheric
imposition of Latin American programming on U.S. Latino viewers, to diachronic analyses of
the shifts from the cultural nationalism paradigms of the 1970s t0 pan-Latino imaginaries
during the 1990s (Gaspar de Alba, 1998; Davila, 2001b), to Mgérida Rba’s (2001) proposal of a
«“pyerto Rican Latinidad” based on the everyday lives, encounters, and affiliations between
Puerto Ricans and other Latino groups in Chicago. «] gtinidad” refers then to a diversity of
processes and cultural interactions based on the disciplinary approach from which it is defined,
See also Sandoval-Sanchez (1999), Aparicio and Chavez-Silverman (1997), Lao-Montes
(2001), the 1 atina Feminist Group (2001), and Obolei (1995)-

Patoski, Joe Nick
N 1996). Selena:
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; \ 99). Miisi ; a Flor. Boston: Li
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Rodriguez, Clara E., edi
S ., editor (19 . Clari
Media. Boulder, CO: Wesgviezf)l;régstm Looks: Imag ridad, 18-24 November, p. 19,
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,” Centro: Journal of the Ce.m‘erf(; ;X
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