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NOTES

INTRODUCTION

1 Arlt, Crónicas periodísticas (www.elaleph.com), 53. All
translations are mine unless otherwise noted. Arlt’s
comment was part of a debate with the Communist
Party leader Rodolfo Ghioldi. See Saítta, ‘‘Entre la cul-
tura y la política,’’ 405.

2 Gutiérrez and Romero, Sectores populares, cultura y
política. The ‘‘popular sectors’’ argument has become
something of a historiographical consensus. For a sum-
mary, see González Leandri, ‘‘La nueva identidad de los
sectores populares,’’ 201–37.

3 For example, Karl Hagstrom Miller has recently dem-
onstrated how the music industry in the United States
shaped racial perceptions and associations in the early
twentieth century. See Miller, Segregating Sound.

4 Hall, ‘‘Culture, Media and the ‘Ideological Effect,’ ’’
315–48.

5 Adorno and Horkheimer, Dialectic of Enlightenment.
6 For a useful account of this trend in cultural studies,

see Storey, Inventing Popular Culture, 48–62.
7 Levine, ‘‘The Folklore of Industrial Society,’’ 1373.
8 Habermas, Legitimation Crisis.
9 Lipsitz, Time Passages, 39–75. Lipsitz’s recovery of the

possibility of alternative working-class readings of
television programs echoes the conclusions of other
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cultural historians from the United States. Michael Denning, for example,
reveals the subversive meanings contained in the nineteenth-century dime
novel. See Denning, Mechanic Accents.

10 Hansen, Babel and Babylon, 60–125.
11 Sarlo, Una modernidad periférica, 28.
12 Miller, In the Shadow of the State, 3. For another formulation, see García

Canclini, Hybrid Cultures.
13 Orlove and Bauer, ‘‘Giving Importance to Imports,’’ 1–29. See also Bauer,

Goods, Power, History, 150–52.
14 O’Brien, The Revolutionary Mission.
15 Moreno, Yankee Don’t Go Home! For an account that stresses the influence of

North American products, see Pérez, On Becoming Cuban. In the Argentine
context, Ricardo Salvatore shows how the advertising agency J. Walter
Thompson appropriated Argentine nationalism in order to sell mass con-
sumer goods. See Salvatore, ‘‘Yankee Advertising in Buenos Aires,’’ 216–35.

16 McCann, Hello, Hello Brazil, 137–45.
17 Zolov, Refried Elvis. Other recent works that examine the complex uses to

which Latin Americans put North American mass culture include Seigel,
Uneven Encounters; Alberto, ‘‘When Rio Was Black,’’ 3–39.

18 On the evolution of consumption in Argentina, see Rocchi, ‘‘La americaniza-
ción del consumo,’’ 131–89. On film imports, see 151. For the number of
radio stations and movie theaters, see chapter 2.

19 Hansen, ‘‘Fallen Women, Rising Stars, New Horizons,’’ 10–22.
20 Bigenho, Sounding Indigenous, 18. On efforts to market authenticity in Bra-

zil, see McCann, Hello, Hello Brazil, 96–128.
21 Turino, ‘‘Nationalism and Latin American Music,’’ 193–94. For a similar

account, see Vianna, The Mystery of Samba.
22 Chamosa, The Argentine Folklore Movement.
23 Several recent accounts of Latin American musical nationalism stress the

role of the market alongside that of intellectuals and the state. See McCann,
Hello, Hello Brazil, 34–40; Velázquez and Vaughan, ‘‘Mestizaje and Musical
Nationalism in Mexico,’’ 107.

24 Even that most elitist of Argentine observers, Domingo Faustino Sarmi-
ento, seemed to recognize as much when he argued in 1845 that a truly
national Argentine literature would have to focus on the savage countryside,
rather than on the civilized, urban world of the Europeanized elite. Sar-
miento, Facundo, 59–60.

25 This historiography is discussed in Agnew, ‘‘Coming Up for Air.’’ The Susman
essays are in Susman, Culture as History. For consumerism as a cause of labor
militancy in the 1930s, see Rosenzweig, ‘‘Eight Hours for What We Will, ’’ 226–
28. For a recent account of the way consumption and citizenship became
linked in the United States, see McGovern, Sold American.

26 May, The Big Tomorrow, 55–99.
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27 Erenberg, Swingin’ the Dream.
28 Sklar, Movie-Made America, 195–214. The quote is from 196. For an account

that emphasizes both the progressive and conservative elements in the
Hollywood films of the 1930s, see Gary Gerstle’s discussion of Frank Capra
in American Crucible, 170–75.

29 Joseph, Rubenstein, and Zolov, ‘‘Assembling the Fragments,’’ 16. For an
early overview of this scholarship, see Stern, ‘‘Between Tragedy and Prom-
ise,’’ 32–77. For examples from Argentine historiography, see Karush and
Chamosa, eds., The New Cultural History of Peronism.

30 Hall, ‘‘Encoding/Decoding,’’ 128–38.
31 Laclau, ‘‘Towards a Theory of Populism,’’ 173.
32 This is far too large a historiography to summarize here. For one recent

summary, see Karush and Chamosa, Introduction, The New Cultural History
of Peronism, 3–8.

1 CLASS FORMATION IN THE BARRIOS

1 The recording is almost certainly the Duke Ellington band in an improvisa-
tional passage. A stuttering, screaming trumpet follows a wild bass clarinet
solo, a near cacophony that matches the images of urban chaos.

2 Sandrini played the role of Eusebio in the stage version of Los tres berretines.
Sensing his star power, the filmmakers expanded his role when they adapted
the script for the movie. See España, ‘‘El modelo institucional,’’ 41.

3 As Pablo Alabarces has pointed out, the film underscores the power of
popular sport by casting a star forward, Miguel Angel Lauri, in the role of
the soccer-playing son. Alabarces, Fútbol y patria, 60. But this casting choice
also made it even more likely that Sandrini, an experienced comic actor,
would steal the show.

4 Rocchi, Chimneys in the Desert.
5 Johns, ‘‘The Urbanisation of a Secondary City,’’ 489–513.
6 Szuchman, ‘‘The Limits of the Meliting Pot in Urban Argentina’’; Baily,

‘‘Marriage Patterns and Immigrant Assimilation in Buenos Aires.’’
7 Moya, Cousins and Strangers, 292.
8 Baily, Immigrants in the Lands of Promise, 194.
9 Míguez, Argeri, Bjerg, and Otero, ‘‘Hasta que la Argentina nos una,’’ 804–7.

10 Moya, Cousins and Strangers, 180–82. On Italian immigrants’ dispersion
throughout the city, see Baily, Immigrants in the Lands of Promise, 123–24.

11 On the occupational distribution of Italian and Spanish immigrants in Bue-
nos Aires, see Baily, Immigrants in the Lands of Promise, 100–102; Moya,
Cousins and Strangers, 205–19.

12 Germani, Política y sociedad en una época de transición, 197–210.
13 Rock, Politics in Argentina, 166–67.
14 Crítica, June 4, 1928, 9.
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15 On Cocoliche, see Cara-Walker, ‘‘Cocoliche,’’ 37–67; Seigel, ‘‘Cocoliche’s
Romp,’’ 56–83. As Samuel Baily puts it, ‘‘Popular nativism . . . was inclusive of
the immigrant.’’ Baily, Immigrants in the Lands of Promise, 82.

16 Moya, Cousins and Strangers, 373–74. On anti-immigrant humor in the sai-
nete, see Donald Castro, ‘‘The Image of the Creole Criminal in Argentine
Popular Culture.’’

17 Rock, Politics in Argentina, 220. By 1936 two-thirds of the population of the
city of Buenos Aires was native-born. Walter, Politics and Urban Growth in
Buenos Aires, 152.

18 Rock, Politics in Argentina, 232.
19 Little, ‘‘The Social Origins of Peronism,’’ 162–78.
20 Shipley, ‘‘On the Outside Looking In.’’
21 Rocchi, Chimneys in the Desert, 51.
22 On the development of the streetcar system and the concomitant urbaniza-

tion of the north and west, see Scobie, Buenos Aires, 160–207. On the growth
of the barrios in the 1920s and 1930s, see Walter, Politics and Urban Growth in
Buenos Aires, 152, 258; González Leandri, ‘‘La nueva identidad de los sectores
populares,’’ 213–15.

23 Gutiérrez and Suriano, ‘‘Workers’ Housing in Buenos Aires,’’ 38.
24 Walter, Politics and Urban Growth in Buenos Aires, 84.
25 Gutiérrez and Suriano, ‘‘Workers’ Housing in Buenos Aires,’’ 40.
26 Horowitz, Argentina’s Radical Party and Popular Mobilization, 65–94.
27 Moya, Cousins and Strangers, 216–18; Baily, Immigrants in the Lands of Prom-

ise, 93–120.
28 Moya, Cousins and Strangers, 274–75.
29 Fernando Devoto, Historia de los italianos en la Argentina, 372–78.
30 Rocchi, Chimneys in the Desert, 160–62.
31 On the zoning ordinance of 1914 see Scobie, Buenos Aires, 199. On industrial

expansion in the barrios, see Walter, Politics and Urban Growth in Buenos
Aires, 235–36.

32 Cited in González, ‘‘Lo propio y lo ajeno,’’ 97.
33 Cited in Gutiérrez and Romero, ‘‘Sociedades barriales y bibliotecas popu-

lares,’’ Sectores populares, cultura y política, 87.
34 The notion of conference attendance as a ‘‘desirable lifestyle’’ that could

produce upward mobility is from ibid., 91. See also González Leandri, ‘‘Lo
propio y lo ajeno,’’ 111.

35 Gorelik, La grilla y el parque, 277–306. See also Silvestri and Gorelik, ‘‘San
Cristóbal Sur entre el Mataadero y el Parque.’’

36 Gutiérrez and Romero, ‘‘Sociedades barriales y bibliotecas populares,’’ Sec-
tores populares, cultura y política, 92–96.

37 Privitellio, ‘‘Inventar el barrio,’’ 122–24.
38 Historians of ethnic mutual-aid associations in Argentina have identified a

similar phenomenon: leadership by a small, wealthy elite coexisted with
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formal equality within the institutions and with a rhetoric that emphasized
ethnic unity across class lines. Devoto and Fernández, ‘‘Mutualismo étnico,
liderazgo y participación política,’’ 140.

39 On the chade affair, see de Privitellio, Vecinos y ciudadanos, 149–82. Walter,
Politics and Urban Growth in Buenos Aires, 173–75.

40 De Privitellio, ‘‘Inventar el barrio’’; González Leandri, ‘‘La nueva identidad,’’
223–25.

41 González Leandri, ‘‘Lo propio y lo ajeno,’’ 103–5.
42 Canción Moderna 1, no. 4 (April 16, 1928).
43 Rocchi, Chimneys in the Desert, 50.
44 The shoe industrialist Luis Pascarella, cited in ibid., 62. The translation is

Rocchi’s.
45 Rocchi, ‘‘La americanización del consumo,’’ 155–56. The work cited is Lon-

cán’s Mirador porteño: Nuevas charlas de mi amigo.
46 Canción Moderna 8, no. 299 (December 11, 1933).
47 Horowitz, Argentina’s Radical Party and Popular Mobilization; Karush, Work-

ers or Citizens, 91.
48 Yrigoyen, Mi vida y mi doctrina, 137–38.
49 On non-pluralist democracy and on the efforts of pro-labor Radicals in the

city of Rosario, see Karush, Workers or Citizens. On the avoidance of class-
based appeals and on the similarities between Radicalism and Socialism in
Buenos Aires, see de Privitellio, Vecinos y ciudadanos, 87–99, 208–9. On
Yrigoyen’s use of obrerismo, see Horowitz, Argentina’s Radical Party and Popu-
lar Mobilization, 115–47. See also Persello: El Partido Radical.

50 Romero: ‘‘El apogeo de la sociedad de masas,’’ http://www.efdeportes.com/
efd50/romero.htm; Rocchi, ‘‘La americanización del consumo,’’ 154.

51 Rocchi, Chimneys in the Desert, 62.
52 De Privitellio, ‘‘Inventar el barrio,’’ 116.
53 Adamovsky, Historia de la clase media argentina, 135–216. See also Adamov-

sky, ‘‘Acerca de la relación entre el Radicalismo argentino y la ‘clase media’
(una vez más),’’ 209–51. Enrique Garguin agrees with Adamovsky’s periodi-
zation. See Garguin, ‘‘ ‘Los Argentinos descendemos de los Barcos,’ ’’ 161–84.
Peru and Brazil represent contrasting cases. See Parker, The Idea of the
Middle Class; Owensby, Intimate Ironies.

54 Míguez, ‘‘Familias de clase media,’’ 21–45.
55 Rocchi, ‘‘La americanización del consumo,’’ 177–80.
56 Míguez, ‘‘Familias de clase media,’’ 38–42.
57 Falcón, ‘‘Izquierdas, régimen político, cuestión étnica y cuestión social en

Argentina,’’ 378–87.
58 Thompson, ‘‘The Limitations of Ideology in the Early Argentine Labour

Movement,’’ 81–99; Korzeniewicz, ‘‘The Labour Movement and the State in
Argentina,’’ 25–45.

59 Jeremy Adelman argues that the pragmatism of Argentine workers reflected
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the fact that as immigrants, they lacked ‘‘a heritage of opposition to the
capitalist designs of the dominant class.’’ Adelman, ‘‘The Political Economy
of Labour in Argentina,’’ 16.

60 Rock, Politics in Argentina; Horowitz, Argentina’s Radical Party and Popular
Mobilization.

61 Adelman, ‘‘The Political Economy of Labour in Argentina,’’ 21.
62 Munck with Falcón and Galitelli, Argentina, 100–102. On the strikes of 1928

in Rosario, see Karush, Workers or Citizens, 180–95; and Korzeniewicz, ‘‘The
Labor Politics of Radicalism,’’ 1–32.

63 Korzeniewicz, ‘‘Labor Unrest in Argentina,’’ 9.
64 On the rise of the new industrial unions, see Durruty, Clase obrera y pero-

nismo; Korzeniewicz, ‘‘Labor Unrest in Argentina,’’ 7–40. On the success of
the Communists, see also Tamarin, The Argentine Labor Movement, esp. 152.

65 Carrera, La estrategia de la clase obrera—1936. On the location of strike
incidents, see 84–85.

66 Adamovsky, Historia de la clase media argentina, 135–76.
67 Horowitz, Argentine Unions, the State and the Rise of Perón, 79–84, 105–9,

165–68.
68 Saítta, Regueros de tinta, 49, 73.
69 Ibid., 117.
70 Ibid., 55–90.
71 Ibid., 65–79.
72 Rivero, Una luz de almacén.
73 Los tres berretines, originally a sainete by Arnaldo Malfatti and Nicolás de las

Llanderas, belongs to a tradition of Argentine theatrical works about the
middle class. Adamovsky traces the origins of this tendency to the plays of
Gregorio de Laferrère, Florencio Sánchez, and Federico Mertens written in
the first decade of the twentieth century. See Adamovsky, Historia de la clase
media argentina, 219–26. There are other films that belong to this tradition—
Así es la vida (Múgica, 1939), also based on a play by Malfatti and de las
Llanderas, is a well-known example—but they are far outnumbered by the
melodramatic films discussed in chapter 3. As I argue in the epilogue, the
1950s and 1960s would witness the full flowering of this tradition.

2 THE TRANSNATIONAL MARKETPLACE

1 Appadurai, Modernity at Large, 32.
2 Hansen, ‘‘Fallen Women, Rising Stars, New Horizons,’’ 10–22.
3 On Argentine enthusiasm for the culture of the United States in this period,

see Sheinin, Argentina and the United States, 60–62.
4 Silguer, ‘‘El primer sueldo de Max Glücksmann: cincuenta pesos mensuales,’’

Atlántida, July 16, 1931, reprinted at: http://www.todotango.com/spanish/
biblioteca/cronicas/gluucksmann.asp. On Glücksmann and the early years
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of the Argentine recording industry, see Pujol, Valentino en Buenos Aires,
180–85. For a biographical account of Glücksmann as well as an analysis of
his connections to the Jewish community, see Lewis, ‘‘Con Men, Cooks, and
Cinema Kings,’’ 170–83.

5 Collier, The Life, Music, and Times of Carlos Gardel, 49.
6 On Glücksmann’s contests see Sierra, Historia de la orquesta típica, 87–89;

Pinsón, ‘‘Los concursos de Max Glücksmann.’’
7 Pujol, Jazz al sur, 43. In Brazil, too, Whiteman was a much bigger star than

the swing bands led by African Americans like Duke Ellington and Count
Basie. According to Bryan McCann, this perception resulted from the local
success of the Hollywood Whiteman vehicle King of Jazz (Anderson, 1930).
See McCann, Hello, Hello Brazil, 138. However, by the mid-1930s Ellington in
particular had begun to attract the attention of Argentine jazz aficionados.
See, for example, Sintonía 3, no. 98 (March 9, 1935).

8 Canción Moderna 1, no. 4 (April 16, 1928). In the mid-1920s advertise-
ments for Max Glücksmann’s Discos Dobles Nacional invariably featured
recordings of jazz and tango by the same artists. See, for example, Caras y
Caretas (January 17, 1925), 17. On Firpo’s jazz recordings, see Pujol, Jazz al
sur, 20–21.

9 Canción Moderna 1, no. 6 (April 30, 1928).
10 Ibid. 7, no. 289 (October 2, 1933).
11 Sintonía 3, no. 101 (March 30, 1935).
12 Ibid., no. 91 (January 19, 1935). For another letter criticizing local radio

stations for playing too much jazz, see Sintonía 6, no. 261 (April 21, 1938).
13 Pujol, Jazz al sur, 33–35; Héctor Angel Benedetti, ‘‘Adolfo Carabelli,’’ http://

www.todotango.com; Néstor Pinsón, ‘‘Orguesta Típica Victor,’’ http://www
.todotango.com.

14 Groppa, The Tango in the United States, 93–97. Nudler, ‘‘Osvaldo Fresedo.’’
15 Kenney, Recorded Music in American Life, 63.
16 Thompson, Tango, 174–75.
17 On the transition from Old Guard to New Guard, see Labraña and Sebastián,

Tango, 45–49.
18 For one tango historian’s take on de Caro, see Sierra, Historia de la orquesta

típica, 97–99. One contemporary critic does link de Caro’s innovations to
jazz, comparing him to Duke Ellington: Nudler, ‘‘Julio De Caro,’’ 45–48. On
de Caro’s ‘‘violin-cornet,’’ see de Caro, El tango en mis recuerdos, 51–52.

19 Sintonía 5, no. 228 (September 2, 1937).
20 De Caro, El tango en mis recuerdos, 98.
21 Sintonía 3, no. 97 (March 2, 1935); Sintonía 5, no. 228 (September 2, 1937).

Similarly, another member of the New Guard, the ‘‘master of the modernist
tango,’’ Juan Carlos Cobián, was said to have brought back innovations from
a trip to North America. Canción Moderna 1, no. 15 (July 2, 1928).

22 Sintonía 3, no. 115 (July 6, 1935).
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23 Sierra, Historia de la orquesta típica, 51–53.
24 On the musical origins of tango, see Thompson, Tango, 48–167; Collier, ‘‘The

Tango Is Born,’’ 18–64; Bates and Bates, La Historia del Tango, 19–27.
25 On the history of the bandoneón, see Zucchi, El tango, el bandoneón, y sus

intérpretes.
26 Collier, The Life, Music, and Times of Carlos Gardel, 50–52.
27 On the Magaldi-Noda duo, see Amuchástegui, Agustín Magaldi, 53–66. Amu-

chástegui notes that the vogue for folk duos might have been inspired by
popular Mexican acts of the period.

28 On criollista literature, see Prieto, El discurso criollista en la formación de la
Argentina moderna. On the criollo circuses, see Chasteen, National Rhythms,
African Roots, 51–70.

29 Collier, The Life, Music, and Times of Carlos Gardel, 43.
30 The tangos of Agustín Bardi and José Martínez stand out for their criollista

lyrics, as does the early classic of Villoldo and Saborido, ‘‘La morocha.’’
31 Canaro, Mis bodas de oro con el tango y mis memorias, 42–44.
32 Castro, ‘‘The Massification of the Tango,’’ 94.
33 Garramuño, Modernidades primitivas.
34 A useful account of the international tango craze is Cooper, ‘‘Tangomania in

Europe and North America,’’ 67–104.
35 Savigliano, Tango and the Political Economy of Passion, 111. On the reception

of tango in Europe, see also Matallana, Qué saben los pitucos.
36 To cite just one of many examples, Osvaldo Fresedo, a modernizing tango

bandleader born and raised in the city of Buenos Aires, was pictured in the
New York Times in 1930 dressed as a gaucho. See New York Times (March 30,
1930), XX12.

37 On the impact of Valentino in Argentina, see Pujol, Valentino en Buenos
Aires, 107–10.

38 Garramuño, Modernidades primitivas, 223.
39 Lugones, El Payador.
40 Sintonía 3, no. 115 (July 6, 1935).
41 Ibid. 5, no. 208 (April 15, 1937).
42 Canción Moderna 7, no. 295 (November 13, 1933).
43 Sintonía 5, no. 208 (April 15, 1937). Ellipses in original.
44 Crítica, March 18, 1925, 7.
45 Ibid., June 13, 1928, 2. See also ibid., June 9, 1928, 12.
46 Canción Moderna 7, no. 297 (November 20, 1933).
47 Sintonía 3, no. 101 (March 30, 1935).
48 Ibid. 6, no. 266 (May 26, 1938).
49 Ibid., no. 269 (June 16, 1938).
50 The price of records and phonographs as well as the 4.5 percent figure are

from Castro, ‘‘The Massification of the Tango,’’ 94. The wage information is
from Anuario ‘‘La Razón,’’ 219.

51 On the early years of radio, see Claxton, From Parsifal to Perón, 10–12; Gallo,
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La radio, vol. 1; Ulanovsky et al., Días de radio, 16–22; Sarlo, La imaginación
técnica, 109–22.

52 Claxton, From Parsifal to Perón, 147.
53 Writing in 1936, Edmundo Taybo estimated that there were 1.5 million

receivers in Argentina. Cited in Castro, ‘‘The Massification of the Tango,’’
94. In 1940 the U.S. Department of Commerce reported its best guess as
‘‘1,000,000 to 1,050,000’’ but also claimed that some 200,000 sets were sold
in the country each year (World Radio Markets, 26). Claxton cites two esti-
mates of roughly 1.2 million for 1934. See Claxton, From Parsifal to Perón,
146, 149. The population of Argentina in 1930 was 12,046,000.

54 U.S. Department of Commerce, World Radio Markets, 25.
55 Claxton, From Parsifal to Perón, 106.
56 Schwoch, The American Radio Industry and Its Latin American Activities, 134–

40.
57 Ibid., 137–38; Claxton, From Parsifal to Perón, 91–92.
58 La Nación, September 14, 1923, 12. On the Firpo-Dempsey fight, see also

Gallo, La radio, vol. 1, 41.
59 See, for example, the ad for the locally produced Pekam receivers in La

Nación, September 13, 1923, 16.
60 Ibid.
61 On the evolution of radio regulation in Argentina, see Claxton, From Parsifal

to Perón, 160–64; Andrea Matallana, ‘‘Locos por la radio,’’ 39–52.
62 Starr, The Creation of the Media, 363–67.
63 Claxton, From Parsifal to Perón, 73.
64 Gallo, La radio, vol. 2, 62–71.
65 Dirección General de Correos y Telégrafos, Reorganización de los servicios de

radiodifusión, 21.
66 Claxton, From Parsifal to Perón, 32.
67 Finkielman, The Film Industry in Argentina, 112–14.
68 Sintonía 9, no. 399 (July 9, 1941), 28; Caras y Caretas, January 25, 1936. On

Yankelevich, see also Matallana, ‘‘Locos por la radio,’’ 81–90; Claxton, From
Parsifal to Perón, 16, 31.

69 Lary May, The Big Tomorrow, 58–59; May, Screening Out the Past, 169–76.
70 De Paoli, Función social de la radiotelefonía, 43–51; ‘‘La Torre de Babel,’’ Sin-

tonía 7, no. 303 (February 8, 1939).
71 Radiolandia 11, no. 538 (July 9, 1938). See also Sintonía 10, no. 425 (July 8,

1942).
72 Radiolandia 11, no. 538 (July 9, 1938).
73 Simari, Mi historia la escribo yo, 61–66. See also the tremendous attendance

of fans anxious to bid farewell to Vermicelli, when Simari, dressed as his
most popular character, left for Europe. Canción Moderna 7, no. 302 (Decem-
ber 30, 1933).

74 Monte, ‘‘Chispazos de tradición,’’ 47.
75 Sintonía 5, no. 231 (September 23, 1937).
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76 Matallana, ‘‘Locos por la radio,’’ 83–84.
77 On the wild popularity of Chispazos de Tradición, see Ulanovsky et al., Días de

radio, 73–80. On the use of Chispazos scripts in the schools, see Canción
Moderna 7, no. 290 (October 9, 1933).

78 See Canción Moderna 7, no. 300 (December 18, 1933); ibid., no. 301 (December
23, 1933).

79 On one contest on Radio Stentor, see ibid., no. 296 (November 20, 1933).
80 Caras y Caretas, December 28, 1935. Dirección General de Correos y Telé-

grafos, Reorganización de los servicios de radiodifusión, 343.
81 Caras y Caretas, December 19, 1936, 150.
82 Sintonía 1, no. 23 (September 30, 1933), 89–91.
83 Matallana, ‘‘Locos por la radio,’’ 101.
84 Ibid., 95. These proportions hardly wavered between 1936 and 1941. Matal-

lana emphasizes heterogeneity in her account of radio programming, but as
these numbers suggest, this heterogeneity existed on the margins of a pro-
gramming core that was quite similar up and down the dial.

85 For advertising rates, see Office of Inter-American Affairs, Data and Rates of
Radio Stations in the Other American Republics and Puerto Rico, 15–18. On the
program offerings of Radio Splendid and Radio Excelsior, see Claxton, From
Parsifal to Perón, 36–39.

86 Sintonía 3, no. 100 (March 23, 1935).
87 De Paoli, Función social de la radiotelefonía, 22. Sintonía 3, no. 135 (Novem-

ber 23, 1935).
88 El Mundo, November 29, 1935, 10.
89 Ibid., November 30, 1935, 8. For a description of the station’s programming

plans, see ibid., November 28, 1935, 8. A couple of weeks after Radio El
Mundo’s inauguration, Caras y Caretas applauded the station as ‘‘a guarantee
of good taste and technical progress.’’ Caras y Caretas, December 7, 1935, 132.

90 Sintonía 3, no. 135 (November 23, 1935).
91 ‘‘La torre de Babel,’’ Sintonía 7, no. 300 (January 18, 1939).
92 Sintonía 6, no. 298 (January 4, 1939), 38. Dirección General de Correos y

Telégrafos, Reorganización de los servicios de radiodifusión, 259–64.
93 Sarlo, La imaginación técnica, 114–15.
94 Canción Moderna 11, no. 401 (November 23, 1935).
95 Radiolandia 11, no. 538 (July 9, 1938).
96 Claxton, From Parsifal to Perón, 69–72.
97 Starr, The Creation of the Media, 367.
98 Chamosa, ‘‘Indigenous or Criollo,’’ 90. On the dominance of the networks in

the Interior, see Dirección General de Correos y Telégrafos, Reorganización
de los servicios de radiodifusión, 260–61.
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