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Identity and Otherness in Contemporary Chicano Cinena

— An introduction

Prof. Dr. Guido Rings

(Anglia Ruskin University - Cambridge / UK)

1) Preliminary remarks

In the last decades, most Western nations havenieecmountries of very significant
immigration and diaspora. The effects of increasglgbalisation have accelerated this
process, and the results have been closely moditanel discussed, not only in political
discourse but in the media as well. Cinema and fi@&/n@ exception, and in a virtual world
media portrayals of cultural encounters are of ikeyortance, be it as potential reflections of
popular attitudes, ideas and preoccupations towanridgation, or as regards their likely
impact on popular views and opinions on the tomgee( Rings 2008; Loshitzky 2010;
Gomann/Jaschke/ Mrugalla 2011).

All this is a particularly hot topic in the Unitéstates as, despite all measures to reduce
immigration, including the construction of a 200@leniong border fence which has been
compared to the Berlin Wall, the number of residentth migrant background is on the
increase. With nearly forty-five million people @ de Leon 2011), the Hispanic population
forms by far the most significant minority makinget US numerically the third biggest
Spanish-speaking country in Latin American, prededaly by Mexico and Colombia.
Considering that the vast majority of the Hispadi@spora has Mexican roots, that Mexican-
American birth rates tend to be considerably highan Anglo-American birth rates and that
more than 140,000 Mexicans continue to migratento Wnited States every year (Terrazas
2010), it is no surprise that the continuous insee&n people with Mexican background
remains a major theme for US cinema and TV.

Chicano cinema is probably the most visible expoessf this media discussion, as the
ever growing number of directors and scriptwritetso have focused on Mexican migration
to and diaspora life in the US have managed togbnngrant perspectives into numerous
Hollywood productions as well as TV, therefore t@ag North-American mainstream
population on a regular basis now. While such aufsojty was clearly unthinkable for the
producers of the predominantly documentary—stykt fihase of Chicano Cinema, which was
well known for its radical critique of common patie of discrimination and exclusion of
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Hispanic minorities in post WWII US (Berg 2002: }8there is also a potential downside to
this success, which includes the danger of asdimglafiimic messages to the taste of
mainstream audiences.

According to Berg, most examples of contemporaric&to cinema could be categorised
into one of two movements that have developed harigeparallel: There are the films of the
‘rebellious, not separatist [...] Second Wave’, fdrieh Young’sAlambrista(1977) would be
an early example, and then in particular the prodaos of the ‘Third Wave’, which starts in
the 1980s with films by Jesus Salvador Trevifio Robert Rodriguez and could be regarded
as ‘made either within the Hollywood system orndt, adhering closely to the Hollywood
paradigm’, and that includes a reluctance to ‘atu@e Chicano oppression or resistance’
(Berg 2002: 187). As the scholar rightly points,dbe assimilation of Hollywood paradigms
in that Third Wave does not necessarily imply tthat the films are [...] non-political,
devoid of commentary about Otherness, or that thakers have sold out’ (Berg 2002: 187).
However, there is certainly the danger of self-oesisip of political messages and cinematic
style with a view to increase or maximise the clesnaf box office success, which tend to be
key for securing the necessary funding by predontipawhite, male and conservative
sponsors and/or producers in the first place.

A question of interest to all contributors is invhéar the films discussed in this special
issue ofiMex 2 reflect alternative perspectives to the well wnoHollywood assimilation
paradigms that frequently culminate in the Ameridaream leitmotif or the melting pot
allegory as established models for national idetuitilding. Drawing on an operative concept
of culture, the identification of cinema as a kegtbr in the shaping of mentalities and the
education of its viewers, as well as recent re$easn Chicano cinema, individual
contributors will address at least one of the folloy questions:

1. How successful are the directors in providing akéive histories of migration that
manage to transgress the boundaries and constoditngslitional discourses?

2. How do their films express cultural difference antérconnectedness, and to what extent
could they be categorised as parts of a wider ¢rdnsal discourse?

3. How significant can the differences be between tlrector's and the producer’s

perspective vis-a-vis the spectator’s reception.
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2) Contributions

For this special issue, we have brought togethenigue combination of pooled expertise
from countries that reflect key migration pattenm3NVestern nations, and the wide spectrum
of media responses to it. While the focus is obsipwn the Anglo-American spectrum, i.e.
on the US, the UK and Ireland, there are also dmuttons from Spain and Germariilex 2
contributions embrace a variety of disciplines tlhedd current research into Mexican
migration and Chicano diaspora as reflected inexopbrary cinema and TV, in particular
media studies (Barrow), Latin American studies rffam), sociology (Mora), anthropology
(Garcia Castafio, Bretones, Abuladze), intercultuaat transcultural studies (Carty),
postcolonial studies (Rings) and gender studiem@8iLopez), although all contributors are
highly interdisciplinary in their critical interr@gion of narratives on migration and diaspora.
In addition, the short ‘Ambito cultural’ sectionfers perspectives from colleagues in law
(Gomez Jimenez) and intercultural communicationg(en.

The article section starts with Thea Pitman’s rigitedn of Chicano cinema beyond
traditional boundaries in which racial categoriesdnbeen (and continue to be) employed to
frame the ever growing number of movies on thectapia way that facilitates their exclusion
from mainstream cinema. In her study, ‘Allison Argleand the Racial “Authenticity”
Membership-Test: Keeping “Mi vida loca/My Crazy €1f(1994) on the Borders of Chicano
Cinema’, Pitman argues that, while numerous noergsdist theorisations of Chicano
identity have been put forward by key critics wokiin the field, these same critics still
struggle, on occasion, to disentangle themselva® fusing essentialist arguments in their
own work. A prime example of this problem is theba over definitions of ‘Chicano
cinema’, which has frequently been reduced to filmkech must be produced for, by and
about Chicanos. Pitman argues that such a ramdhtion (by and for Chicanos) cannot be
upheld any longer and proposes a more open definikihich ought to focus on Chicano
themes. In this context, she examines non-Chicaeatdr Allison Anders’sMi vida loca a
film that has provoked a quite particular polemitman’s discussion of Anders’s film
centres on its reception among a range of profieakidm critics, mostly Chicana/os, as well
as reports on the reaction of a sample group ofiltnés subjects — Chicana gang members —
to their representation on screen. It examinesfaloeors at play in the way it has been
received, and exposes evidence of recursive eaemtiin such arguments where apparent.

In ‘Deconstructive Humour: Subverting Mexican anlicano Stereotypes in “Un Dia Sin

Mexicanos” (Sergio Arau 2004)’, Sarah Barrow expfothe use of humour as a subversive
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tool to deconstruct certain myths and stereotypgedexican and Chicano identity in Sergio
Arau’s popular debut featutgn Dia Sin MexicanosShe argues that the ‘Mexicans’ referred
to in the film’s title and used in much of its digle stand metonymically for all Hispanic
immigrants, whether recently arrived, or born ia thS and of Hispanic descent, and stresses
that this focus correlates with the introductioncohtroversial anti-immigration legislation in
California in 1994, which could be regarded asfleecgon of growing national scepticism if
not xenophobia vis-a-vis the significantly growiHgpanic population. In particular, Barrow
asks to what extent Arau’s filmic satire offersritique of the Mexican immigrant experience,
and of discrimination more broadly against Hispaniaorities. In so doing, she explores the
ways in which the politics of resistance that aveofien aligned with these experiences are
inscribed in its narrative form.

Alexandra Simon-Lopez’s study of ‘Masculinities in Robert Rigiez's “Mexico
Trilogy”, discusses the various layers of masaty§inin particular hegemonic masculinity
and the notion of ‘machismo’ used in Robert Rodeirisl key work which comprises the
films El Mariachi (1992),Desperadg(1995), andOnce upon a time in Mexid@003). Their
focus on male hybridity is of particular interest this study because it could be regarded as
an important means of resistance to patriarchakculiasty which links up to the symbolism
of Western colonialism in the films. Ultimatel§l Mariachi, Desperadoand Once upon a
time in Mexicoseem to question traditional hegemonic masculimjtyte successfully,
although the last part of the trilogy appears tocbasiderably more explicit in its post-
colonial agenda.

In “The Cinematic Cholo in “Havoc™, Richard Morxgores the role of the ‘cholo’, an
expression used to label Mexican American (or otlzino) gang members in the Southwest
of the United States. The author argues that tlmboclin his view an abject being within
Kopple’s controversial film from 2005, serves as tieviant other, whose personality and
character is stunted by neighbourhood pathologied, stands in contrast to the rich, white
characters for whom deviancy is an adolescenofifgassage, not a final destination. This is
very much in line with an earlier work by Mora (2Qlin which the author explores cholo
characters as stereotypes that do not develop eadilth progresses. Instead, they are
embedded in the narrative in very predictable ways.

Gabrielle Carty’s articléLanguage, Space and tB®olving Chicano Family in Nava’'s

“My Family” focuses onMy Family as an outstanding example of Chicano cinema that w
successful in reaching both minority and so caftenstream audiences. In particular, the
study explores the film’s use of language (spe&ifyfc code-switching), its representation of
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space (the film is set almost exclusively in Ea#.}, and its representation of the family (the
film depicts three generations of a Chicano familf)ese categories are examined in turn to
determine the extent to whidly Familyenacts a dialectic between accessibility (openttess
the dominant culture) and inaccessibility (the egs® of difference), concluding that the film
rejects separatism and assimilation in favour t#gration.

The article section ends with Fco. Javier Garcist&®’'s, Damian Esteban Bretones’ and
Tamar Abuladze’s joint contribution ““MirandoBread and Roséswhich analyses the
representations of migration and labour conflictden Loach’s acclaimed film from 2000.
In particular their study explores spectators’ pecsives in comparison with the director’s
political agenda and the information provided bg firoducer’s synopsis. In this case, the
spectators are university students who have studigdspects of contemporary migration in
the ‘Instituto de Migraciones’ in Granada Univeysitnd have seeBread and Roseas part
of an experimenin a module on ‘Cine y migracione$Vhile — considering this context — the
investigators started from the assumption thatftices of students’ reception would be on
migration topics and theoretical concepts delivenel@ctures, the results prove how far these
overall rather critical spectators have actuallgrbguided by the director’s Trotskyist agenda
and the information provided by the producer’'s 8. This is yet another indication of the
impact cinema can actually have on the views anihi@ps of the the general public
regarding migration and diaspora, and here in @der on Chicanos in the United States.

Under ‘ambito cultural’iMex 2 offers trailers of all key films explored in tleticles
section, e.gMi vida locg Un dia sin mexicangsThe Mexico Trilogy My family, Havog
Bread and Rosesnd also selected interviews with directors actdra. Furthermore, Petra
Vogler contributes with an intercultural perspeetion female migrant experiences as
reflected inLa Misma Lunaand,in her discussion of housing rights in the Unitedt&s,
Maria Luisa Gomez Jiménez introduces thoughts fidaw perspective okly family.

In the review section, this special issue offersoaference reporby Maria Eugenia
Gonzélez Cortés on thHerimer Festival de Cine Chicanm Mexico City, which highlights
the extent to which Chicano cinema has so far nesrginalised in Mexico itself, i.e. rightly
or rather wrongly Mexican emigration and Chicanasgiora in the US are clearly far more a
topic for the country of destination than for thauntry of origin. Furthermore, there are two
book reviews which complement the article sectienduse of their focus on the country of
origin: Marion Réwekamp explores Giovanni di Stefsnand Michael Peters’s volume
Mexico como punto de fuga real o imaginaunich: Meidenbauer 2011), which deals with
a wide variety of academic contributions on thenatign from Europe to Mexico within the
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context of WWII. Overall, the volume draws our atien to the cyclical development of
migration and diaspora (Europe — from emigrationnmienigration; vice versa for Mexico),
and could help increase intercultural awarenesscantpetence, starting with the ability of
readers from the post-industrialised West to detleeir Self in the migrant. Finally, Vera
Elisabeth Gerling's review of Anne Huffschmidi$exiko — das Land und die Freihdéiom
2010 presents a book that offers a very interestitrgduction into Mexico, with particular
focus on its history (e.g. its revolution and indegence) and the complexities of
contemporary life arising from poverty, ‘machismahd the everyday violence of the
‘modern mafia’, complexities which already indicaieme of the numerous reasons for

searching a better life in the US.

3) Continuities and discontinuities

In line with recent studies on European migranteria, which have highlighted mono-
cultural patterns of thought in the filmic reconstiion and dissemination of ghetto concepts
that tend to permanently exclude people with migb@atkground from the *host culture’ (see
Rings 2008, Halft 2010), Mora and Pitman confirnseggtialist identity constructs and
‘racialised’ patterns of exclusion in Chicano cireemith a particular focus ddavocandMi
vida loca

On the other hand, Barrow, Garcia Castafio, BretandsAbuladze draw our attention to
the more transcultural orientation and receptiofilofs like Un dia sin mexicanoandBread
and Rosesin a genre which aims to blur traditional boundariin a political context
characterised by increasing scepticism and/or Xeolop vis-a-vis new immigrants, although
at least the Obama administration pursues withendirrent election period a much more
open policy (see Little 2012) than its conservatigponent Mitt Romney and many
European governments (see for example Cameronts fpus radical cap on immigration in
the UK as summarised in BBC 2011).

Finally, there are productions likkly family and theMexico Trilogy which present
scenarios that continue to fuel — even more explithan the films mentioned above — an
ongoing debate about the acceptance or rejectioastablished boundaries: While Carty
detects a tendency to integration and negotiatfddemtities inMy family, within which the
protagonists aim to destabilise the traditionalabjnof assimilation or exclusion, Rings
(2012) regardsvly family more as film that reflects neo-colonial conceptsassimilation,
which marginalise the cultural heritage of the @h diaspora and suppress cultural

9
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difference in favour of Western constructs of pesg; as visible also in AkinEhe edge of
heavemAuf der anderen SeitéNaiboglu 2010) or ChadhaBend it like BeckhaniRings

2011). Similarly, the interplay of hegemonic andtg masculinities in thélexico Trilogy

analysed by Simon-Lépez leaves room for furthecudision.

Overall, this compilation of studies highlights tfect that the search for identity in
contemporary Chicano cinema and the academic deivatand it are far from closed, and
there is no reason for assuming optimistically thagrant cinema will follow a linear
development in its deconstruction of mono-cultyratterns of thought. However, there is
hope that directors and scriptwriters will incre@gy develop a more open, intercultural
and/or transcultural portrayal of migration and sgiara life, which could help viewers
consider Chicanos more as an essential and engigart of contemporary postmodern US

society, rather than an ongoing problem and arcatdr of decline.
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Allison Anders and the ‘Racial “Authenticity” Membe rship-Test’: Keeping Mi
vida loca/My Crazy Life (1994) on the Borders of
Chicano Cinemd

Thea Pitman
(University of Leeds, UK)

Will | ever become a ‘real’ Chicano? Will | everfae’? Will ‘they’ — the border
guards of identity — ever let me? (Guillermo GonkRedia 2000: 12)

1) Introduction: Transnationalism, National Identity, and Chicano Cinema

In their compelling introduction tdransnationalism from Belgwichael Peter Smith and Luis
Eduardo Guarnizo argue that some of the experiesfcegbaltern transnational actors examined
in the chapters of their anthology ‘question thepdfal expectations of those who argue that
transnational practices and identities constitudeutter-narratives of the nation” that subvert
essentialist nationalist identities’ — their crdicharacterisation of Homi K. Bhabha and others’
take on the issue (Smith and Guarnizo, 1998222)ey then go on to observe that, ‘If anything,
these cases suggest the reinscription of grougiigsnby transnational actors “from below” as
efforts to recapture a lost sense of belongingdeyaating imagined communities [that are] often
no less essentialized than the hegemonic projéctatmn states. Identities forged “from below”
are not inherently subversive or counter-hegemd@uiith and Guarnizo, 1998: 22-23).

In this analysis of the identitarian tendenciessobaltern transnational groups Smith and
Guarnizo underscore a real problem concerning dimulation, and subsequently the analysis,
of transnational identities that can also be disegrin the discourse on identity produced by
much of the Chicano community in the USA. The Chaaituation is arguably more complex
than that of other, more obviously homogeneousstrational groups of subaltern subjects in the
USA — many Chicanas/os claim at least varying degd indigeneity to the South-West of the

United States and there is sometimes tension batseeh sub-groups and those comprised of

! An earlier version of this article was published'Rolicing the Borders of Chicano Cinema: Thei€iitReception
of Allison Anders’sMi vida loca / My Crazy Lif€1994) by the Chicano Community’ Mew Cinemas8:2 (2010),
71-86. My thanks go to the editors Méw Cinemador their kind permission to reproduce and to #m®nymous
readers of both versions of the article for thegighful comments.

2 Nb. the quotation within the quotation is from Hadtn Bhabha, ‘DissemiNation: Time, Narrative ane tkargins
of the Modern Nation’, ifNation and Narrationed. by Homi K. Bhabha (New York: Routledge, 199%91-322,
300. Néstor Garcia Canclini also ‘contends thatsimational migration and communication have ledouabandon
“obsessions with the immaculate conception of antthenational...cultures™ (Garcia CanclinGulturas hibridas
[1992], quoted in Stock 2006: 158).
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more recent immigrants from Mexico; furthermorentemmporary Chicano identity discourse is
often premised on its representing a ‘third wayumtering both assimilation to the Euro-
American mainstream as well as nostalgic recreatfoold Mexican’ lifeways. Nevertheless, the
cultural production and associated critical disseurof the Chicano community broadly
conceived (i.e. comprising all those of Mexicanesiry resident in the United States, no matter
how recent and exclusive that ancestry nor how tearg their residential status), both in terms
of that production’s most explicit messages andwhg in which cultural products themselves
are put together, has often provided at least ashmeuidence of a drive for the (re-)creation of
essentialised, ‘cultural nationalist’ imagined coumities that instate their own kinds of norms
and hegemonies (Aztlafg raza de bronceand associated attributes), as of a desire @l iav
the carnivalesque non-essentialising transculfpwakibilities of a more accommodating form of
transnational culture hailed by Bhabha.

In this article | consider the Chicano communityaasvhole (film critics, audiences, gang
members) as an example of a subaltern transnatonanunity with respect to the United States
mainstream and | attempt to explore the degreehiohwSmith and Guarnizo’s caveats regarding
the nature of transnational identities hold true dne, most revealing, example. Where
appropriate, | also unpack some of the homogeniimgr-generalisations about ‘whole
communities’ made in the above statement of pasitio

To be sure, the theorisation of Chicano identity isomplex matter. While the evidence of
essentialist arguments has perhaps become moreetjdess strident as the years since the
1960s Chicano Civil Rights Movement have passdthstnot disappeared altogether. Many self-
aware Chicana/o academics have warned againsethessentialising dynamic to be found in so
many expressions of Chicano cultural identity, pastl present. Nevertheless, some also
recognise an on-going need for at least a certaiouat of Spivakian ‘strategic essentialism’ to
counter the ‘upsurge of conservative ideology’ iontemporary US society (Fregoso and
Chabram 1990: 203-212, 21byhile others are explicit about how difficult ik been, and

% It might also be noted that when Bhabha subsehuerints to reference a Chicano source for suchre fof
transnational subaltern subjectivity as seen intucall production, he almost always picks the wofkGaillermo
GOmez-Pefia (Bhabha 1996: 9-10), a Mexican-borropmaence artist who depicts himself as most oftendats
with the wider Chicano community over such issises (epigraph).

* Their caveat comes in a special issueCaftural Studie(4:3 [1990]) dedicated to examining the ways irialth
Chicano/a intellectuals choose to describe andtemgt to ‘speak for’ the Chicano community, partigly the
more subaltern social strata of that community:id@ha/o Cultural Representations: Reframing AltéweaCritical
Discourses’.

13
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continues to be, to find a stable locus from whizlarticulate a Chicano critical discourse, and

recognise the inevitable role that essentialisthplély in such positionings:

Chicano scholars [...] must situate their critianghe uncharted spaces between
cultural affirmation and the decentred subject oétptructuralist and postmodern
theories. The result has often been a complexgegitasense of place and identity
in which the Chicano critical and artistic textfshibetween cultural nationalism,

postnationalism, and postmodernism. (Noriega 198i2:

Yet despite their engagement with the complexitiethe theorisation of Chicano identity, these
same critics still struggle, on occasion, to diaagte themselves from having recourse to
essentialist arguments — strategic or perhaps soeetrather more gratuitous — in their own
work.

The case that | propose to examine here constitufgime example of this problem within
Chicano critical discourse. It concerns the debatas Chicano intellectual circles, over
definitions of ‘Chicano cinema’, focalised via axaenination of a film that has provoked a quite
particular polemic in this respect: non-Chicanaclior Allison Anders’i vida loca / My Crazy
Life (1994). My discussion of Anders’s film will ceatron its reception with a range of
professional film critics, mostly Chicana/os, adlvas reports on the reaction of a sample group
of the film’s subjects — Chicana gang memberstheéar representation on screen. It will examine
the factors at play in the way it has been receiaed expose evidence of recursive essentialism
in such arguments where apparent. It should bersoded here that the purpose of this article is
simply to reveal and warn against, but not condetima,permanence of such recursive ‘ folds’

within the discourse on Chicano identity, repreagah and inclusion.

2) What is ‘Chicano Cinema’?

The existence of something that might be denomihaBhicano cinema’ as a self-sufficient
category is highly contested. Arguably the bottame lis that it exists since several filmmakers
have written ‘manifestos’ heralding it, and sevédilai critics have subsequently written books or
chapters in books that go under this and relatksd t+ see, for example, Gary D. Keller’'s edited
volume, Chicano Cinema: Research, Reviews and Resoi@35); Chon A. Noriega’s edited
volume, Chicanos and Film: Representation and Resista(i®92) which includes notable
manifestos and interventions on the subject bynJ&oJohansen, Francisco X. Camplis and

Noriega himself, Rosa Linda Fregoso’s more subtie Bronze Screen: Chicana and Chicano
14
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Film Culture (1993); Noriega’s co-edited volume (with Ana M.{dgx) The Ethnic Eye: Latino
Media Arts(1996); and finally Noriega’s single-author8tiot in America: Television, the State,
and the Rise of Chicano Cinert000).

But what do these critics mean by ‘Chicano cineamal do they all take the term to mean the
same thing? According to Fregoso in her most cogandduction to the subject, her project
‘concerns the emergence of a film culting about andfor Chicanas and Chicanos’, closely
allied to the goals of the Chicano civil rights nreawvent, though she then goes on to question and
refine this definition (Fregoso 1993: xiv; authoitalics). Since film is a medium that is not
produced by a lone creator but rather by a whodentef people and since Chicano cultural
production goes on within the borders of the USihtr under the nose of Hollywood — its
studios, production values, conventions and messagé is very difficult indeed to achieve a
filmic product that is exclusivelyby, aboutandfor Chicanas and Chicanos’ and that is totally
independent of Hollywood and oppositional in natukedeed, if we were to stick to this
definition rigorously, we would end up with almosbthing feature-length to place in the
‘Chicano cinema’ category — just a few shorts amdudnentaries. Nevertheless, this three-
pronged definition was the one adhered to by tiosaved in making and critically constructing
the first ‘generation’ of Chicano cinema in the=la960s and 1970s (Fregoso 1993: xvi).

But if, in the long run, we cannot find a featuesith filmic product that is all these things at
once (and this is something that even many Chicafithmakers and critics have now
conceded), which is more important? The ‘by’, tabout’ or the ‘for’, and what exactly should
we take these prepositions to meabét us take just one example of this kind of cairum to
help problematise these terms: Anglo-American dimedrkobert Young'§he Ballad of Gregorio
Cortez(1984) has been classified by Charles Tatum ascddoi cinema’ in comparison with the
same critic’s classification of Chicano directouis Valdez’'sZoot Suit(1981) as a ‘Hollywood
Hispanic Film’ because of its ‘production valuesdatistribution’ (Tatum 2001: 50-58). Both
films are frequently identified as at least verpsd to the core of what constitutes Chicano
feature-film production and many would hesitatedistance the work of key Chicano activist
Luis Valdez, regardless of the involvement of Unsa Pictures, in favour of a movie such as

The Ballad of Gregorio Cortewhich, despite its strong Chicano credentials imynaespects —

® Different emphasis has been placed on these threes over the several decades during which ‘Clicanema’
can be said to have existed. For reasons of sgfasesynopsis cannot entirely do justice to thisefathough it does
not disregard it entirely — a more temporally-awaceount is to be found in Fregoso’s introductioThe Bronze
Screen(1993: xiii-xxiii).
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indeed, apart from its Anglo-American director, thet of the ‘by’ (producer, scriptwriter, actors

etc.) were all Chicanas/os —, has been criticisedt$ proclivity to translate Chicano/Mexican

culture for ‘a white colonial gaze’ (Fregoso 1982)° Thus, while the ‘about’ appears essential,
and relatively straightforward, in both cases, ¢xact nature/role of the ‘by’ and subsequently
the ‘for’ are contested and can be manipulatedustify exclusion of a film as necessary to
support the critic’s argument.

It is evident from the criticism available on ‘Chim cinema’ that all films properly
identifiable as such have to be substantially agalistically ‘about’ (as well as politically
committed to) Chicanas/os — Robert Rodriguez’ssfibuch as th8py Kidstrilogy (2001, 2002,
2003) orSin City (2005) really do not count, despite lead rolesSpy Kidsbeing given to
Chicana/o charactersand Rodriguez’s earlier featur&l mariachi (1992), is qualified by
Ramirez Berg as ‘a significant break with two desadf Chicano cinema’ and only recuperable
as part of a ‘New Wave’ that is ‘more mainstreamntlearlier Chicano filmmaking and far less
overtly political’; one that risks eliminating etieity, potentially — but only potentially —
compensating for its lack of Chicano politics thgbusubversive practices in film narrative and
aesthetics (Ramirez Berg 1996: 107). Such exceptaoml caveats substantially problematise
Jesus Salvador Trevifio's assertion in 1991 thata&iu films ‘no longer have to be about
Chicanos’ (Fregoso 1993: xvi) and thus no longeualheir struggle for civil rights and so on.
Arguably the need for (realistic and preferably egiponal vis-a-vis Hollywood/mainstream
Euro-American) portrayals of Chicano lives (i.ee tholitical dimension to Chicano cinema) is
still deemed ideal by many even if it is perceiasda politically-correct straitjacket by othérs.

Trevifio has also argued that Chicano films no lomgee to be ‘for’ Chicanos Fregoso 1993:
xvi), and, even as far back as the early 1980spthducer ofThe Ballad of Gregorio Cortez
Moctezuma Esparza, would have agreed with thigjiaggthat he was interested in targeting a

‘broad, multiethnic, multi-language audience’ amelating a film such afhe Ballad'as a project

® Yolanda Broyles-Gonzalez (1990), however, is nuogfent in the arguments she advances as to thereébf
how Valdez sold out to mainstream values and eggieas in all of his feature-film productions, aslixas to how
badly he misrepresents Chicanas in them.

" The father of the ‘spy kids’ themselves, playedAmyonio Banderas, is called Gregorio Cortez. Thma is used
discretely, however, and the choice of Spanish B&arderas over a Chicano actor such as Edward Jainess is
perhaps another deciding factor in the film’s oll€identity’.

8 Latino director Miguel Arteta, speaking on the jgab of his film Star Maps(1997) which deals with the
experiences of a Chicano bisexual prostitute amsddiysfunctional family, observed that he was ‘aarefot to
become a spokesman for Hispanics in his moviest,aagued for a more nuanced, individualised chareszttion of
Chicanas/os and Latinas/os, to stand in contrasbtio Hollywood-style negative stereotypes as waslthe overly
angelic representations proffered by first-genera@€hicana/o filmmakers (Philpot 2002).
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of the Chicano community, nddor it’ (Esparza quoted in Rosen 1992: 247; origitalias). Yet
while the desire to show positive images of Chisamsto a wider community is to be applauded,
as is the desire to move beyond an oppositional tfmt cannot cope with any negativity or
indeed realism and that can only sanction positié nonetheless Manichean images of
Chicanas/os, many still feel the need for a forntinéma that speaks ‘to’ as well as ‘on behalf
of’ this particular community (Fregoso 1993: xix).

Furthermore, if we were to concede that the ‘abamt the ‘for’ are now irrelevant, that
would only leave the almost inevitably essentidligt category with which to judge the nature
of a film. To his credit, Noriega, in his introdigrt to Chicanos and Filmargues against
Manichaean classifications of film products basedtlee ethnic origin of their director — a
tendency influenced by the ‘presence of the calw’lin United States society — and offers

examples that illustrate that “identity” cannot éguated with the text or its producers, but rather
occupies provisional, multiple, and contradictorpases within discourse’ (1992: xxi).
Nevertheless, when forced to define what he megns BChicano” film’ for the purposes of
assembling his anthology, he chooses to resortctepding ‘the definition offered by the
filmmakers: a film (or video) by and about Chicapwbere] the word “by” is taken to mean that
the writer, producer, or director is Chicano’ (Nega 1992: xix). He then goes on to confess the

limitations of his choice:

Such a move is admittedly more “strategic” thanirdgfe, especially since it

implies certain essential markers of biology, adiwand politics, and may therefore
serve to silence some even as it seeks a voicetfars. Nonetheless, a need
remains to consider the domain of discourse forc&to filmmakers and video
artists. (Noriega 1992: xix)

Offering a theoretical advance on Noriega’s stamite regard to the ‘by’ category, Rosa Linda
Fregoso, in her introduction fthe Bronze Screestarts by noting that ‘the racial “authenticity”
membership-test continues unabated in the cursgdchd wave” of Chicano nationalism, often
reaching absurd proportions’ (Fregoso 1993: xv@ife then goes on to offer her own preferred
alternative to this ‘racial “authenticity” membeighest’ by arguing that ‘the problem is resolved
by de-emphasizing the biological claims to autreityti yet accentuating its productive quality.
In this respect, Chicano refers to a space whebgestivity is produced’ (Fregoso 1993: xix).
While such a solution has potential, even a cursctheoretically astute as Fregoso has, on
occasion, had difficulty in adhering to such a pipte.
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Thus, while there are theoretical arguments thataga to de-essentialise the ‘by’ category,
they are hard to apply systematically. Furthermthre, by’ requirement still keeps being invoked
as the ultimate defining category, even thoughdheut’ and the ‘for’ categories have, in reality,
not yet been entirely discarded. It is the casg theen though for many a film can still be classed
as Chicano with an Anglo-American director suchRadbert Young just so long as significant
input in the creation of the film in terms of pradw, scriptwriter, actors, cameramen/women are
‘Raza’, the fact of a non-Chicana/o director alenk attract some criticism since Chicana/o film
critics will argue that the film is subsequentlytmeally ‘for’ or properly ‘about’ Chicanas/os —
not sufficiently destined for their gaze and noffisiently pro- (both ‘about’ and ‘for’) their
cause.

Ultimately, however, if the ‘for’ (as it overlapsitiv the ‘about’) can be the right kind of ‘for’

— not a condescending ‘Euro-American’ ‘for’ whichtaally serves to send a message which
keeps Chicanas/os and/or Latinas/os in their glasé would contend was the case vilhNorte
[1983], despite the input of Chicano director GmygNava), but a more positive, empowering,
oppositional, mobile sort of ‘for’ — the ethnic lk@cound of the director might be ignored. (This
iIs exactly where William Anthony Nericcio locatelet ‘borders’ of what he calls ‘proto-
Chicana/o cinema’ in his study of Orson Well&'Souch of Evi(1958) — the lovingly-explored
qguestion is essentially the extent to which Wedl§ar’ the Chicano community and the answer
is highly complex [Nericcio 2007: 39-80].) But withis ever happen? Can an Anglo/Euro-
American/even British director ever be admittedlas creator of the right kind of ‘for’ by the
Chicano community itself or will essentialist defiions of ‘Raza’ and Chicano identity forever
preclude such a thing?

The emergence of the phenomenon loosely referrad t6hicano cinema’ came about in the
1970s as a result of the Chicano Civil Rights Mogamand the desire to right the wrongs of
negative, stereotypical images of Chicanas/os Hiaat until then proliferated in Hollywood,
alongside the extremely low participation ratesGfficanas/os within the industiyit is thus
hardly surprising that Euro-American directorshimo ( matter how independent and

responsible/supportive, and no matter how mitigégdther Chicana/o ‘members of the team’)

° See ‘Part One: Representation and Resistancebife’s Chicanos and Film(1992) which contains 6 articles
concerning Chicanas/os and or Latinas/os and Holby\(including an early version of Nericcio's wark A Touch
of Evil, plus articles by José E. Limén and Charles Randerg). See also Ramirez Berg's monograph (2G32),
well as books by Clara E. Rodriguez (1997; 2004y.d8good summary of Hollywood's representatioh.atinos as
a whole, see also Davis (2007: 208-15).
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should be deemed suspect by the Chicano commuityertheless, one most notorious Euro-
American production actually stands as one of thdiest forerunners of Chicano cinema as
understood by Chicanas/oSalt of the Earth(1954) made by the blacklisted ‘communist’
directors/producers/ scriptwriters, Herbert Bibenm@irector, Russian Jewish descent), Paul
Jarrico (producer, Russian Jewish) and Michael &Milgscriptwriter, Anglo-Californian). The
film concerns a successful strike at a zinc min®ayard, New Mexico, and the confrontation
between Anglo-American bosses and predominantly (ot exclusively) Mexican-American
workers. It is based on real events and includes-pnofessional actors/members of the
community in its redramatisation of said events.a{o has a female narrator and includes an
emancipatory message regarding gender politickenGhicano community.) In McCarthy-era
USA its production was impeded in so far as wasiptes and its exhibition was banned. (The
same cannot be said for any other US movie!)

So what does this film do that means that it issptaible to the Chicano community? In the
first place, one should note that the messagedisally oppositional. However, the key is that,
despite the non-Chicana/o filmmakers, the Chicammorounity of Bayard were consulted with
extensively in open meetings during the productibthe film and their responses were worked
back into the screenplay thus ensuring that itesgmts their point of view as they would wish it
to be seen. (Allegedly the script was read/heamdl @sponded to by over 400 community
members [Lorence 1999: 60].) Many of them also wgven the chance to re-enact their own
struggle for the camera once the script was coefitnin so doing it does not purport to ‘speak
for’ the community, but to allow that community ahicle through which to ‘speak for itself’. It
is akin to the process of creation of good ‘testiab writing or the role that Third World
feminists have defined for themselves. While tHm fhas received some criticism from the
Chicano community (for romanticising events, foerebtyping characters, and for having an
incomplete grasp of Chicano history, in so fartgsrésents the strike as a ‘one-off’ rather than
simply part of Chicanas/os’ on-going struggle agaitdiscrimination [Lorence 1999: 60]), the
local community endorsed the movie as their owrih(lb@bout’ and ‘for’ them) and, according to
Biberman, he was also asked to help promote theifilLos Angeles by members of the Chicano
community there (Lorence 1999: 197-98).

19 orence does sound a note of caution here, sircenly have Biberman’s account to go by. Howeverry®.
Keller signals the film as an important part of €&ino film history (Keller 1985: 34-35), and Rosada Fregoso
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Skipping ahead a few decades, from the mid-1990ganis there have been a number of
feature films that are by Anglo/Euro-American (aso British) directors and most notably ones
who usually work outside of Hollywood and are renew for their responsible, oppositional
and/or social realist flmmaking credentials. Thddes include: Mi vida loca / My Crazy
Life (Allison Anders, 1994)Bread and RosegKen Loach, 2000) an@uinceafiera(Richard
Glatzer and Wash Westmorelar2f)06) (marketed in the UK d&cho Park LA. Many of these
films, despite their British and/or Anglo-Americadirectors, involved non-professional
actors/members of the Chicano community and caaisoit with said community as a way of
overcoming the ‘non-Chicano’ ‘by’ in terms of ditem and filmmaking team as a whole. But
how do these directors and their films fare withidaha/o film critics and/or the wider Chicano
film-going public? Can they be discussed with resge the extent to which they are ‘about’
and/or ‘for’ Chicanas/os without resorting to beltdve-belt essentialist critiques of the director
based on their non-Chicano ethnicities? In ordéntto answer some of these questions, | intend
to concentrate on the film for which the greatesioant of material on its reception by the

Chicano community is currently most readily ava#ab Anders’aVii vida loca

3) Mi vidaloca/ My Crazy Life
Anders is an Anglo-American filmmaker from Kentucgd her subjects are usually related to
women’s issues. Prior teli vida loca (1994) she mad&as, Food Lodging1992), concerning
the lives of white ‘trailer trash’ girls in Texasthere is a hint in this film of her interest in
Mexican/Chicano culture as one of the girls escdpgshumdrum life by watching invented
Golden Age Mexican melodramas. Anders lived in LE&ho Park neighbourhood in the 1970s
and 1980s (for a period of c.10 years) and made gome effort to get to know the local
homegirls — some of the main actressesMn vida loca are real homegirls whom she
befriended'’ Anders also consulted extensively with other membs the Echo Park gang
community, inviting them to comment on matters sashdialoguemise-en-scenebehaviour,
music and style.

In Mi vida locaAnders is aiming to represent a realistic portw&iChicana homegirls’ lives,

hence the attention to detail, although the variplaglines are more clearly and deliberately

calls it ‘the best feature film to date about Chias and Chicanos’ (Fregoso 1995: 36); some pragsed from this
most critical of Chicana/o film critics.
™ Anders even ended up becoming a surrogate paremigt of the homegirls’ children after the deathisfmother.
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melodramatic? The film ‘is structured as a series of interconiedorignettes, each one narrated
in voice-over by a different person’ (LOpez McAést 1994). Key plotlines include the
relationship of two of the girls (Sad Girl and M@a)swho end up having babies fathered by the
same gang member, Ernesto; as well as the stdgynafsto’s lowrider truck and the conflict it
supposedly generated not only because of his devofitime and resources to it rather than his
children, but also because it was coveted by d gaag leader, El Duran. There are also two
more minor narrative threads. The first concerngeéon Giggles, her attempts to forge a better
life for herself and her daughter, as well as hienapts to raise consciousness among the
younger girl gang members. The second concerndrtheesty’, in gang terms, of Sad Girl's
sister — La Blue Eyes — and her romantic involvetwéth rival gang leader El Duran while the
latter is in prison. The message of the film isadie feminist, with its main focus being directed
towards the gender relations between Chicana holwmemyid their position vis-a-vis the male
gang members.

In generalMi vida locahas met with a favourable critical reception franfeminist point of
view but a negative one from a Chicana/o pointiefw and an enduringly ambivalent reaction
from those who write as both Chicana and femifiigthus feminist critics such as Linda L6pez
McAlister have praised the film substantially famoading trite and unrealistic narrative closure —
‘one of the wholly admirable things about Andesgseenplay is how she resists tying things up
in neat little packages’ —, for being ‘informativgnest, and, as far as | can tell, quite a réalist
dramatization of the lives of young women suchhesé in the LA barrios’, and for treating the
theme of the girls’ lives with ‘respect’. Lopez Miigter's only substantive criticism is ‘the
absence of the older women in the community; wefathers but no mothers’ (Lopez McAlister
1994).

On the other hand, strongly Chicana/o-identifiedios tend to rejecMi vida loca for a

variety of reasons relating to its representatiblicano culture. Teresa L. Jillson and José J.

2 This combination of docudrama and melodrama isnynview, one of key areas where the film comesuats
not because melodrama is a fast-track to failunele@d, the resonance with Latin American prefererioe
storytelling — especialltelenovelas- could make it particularly pertinent as a moateffaming a Chicana girl-gang
story; furthermore, exaggerated style is what Mafdez’s Pachuco singled out as the ‘essence’ idadlo identity
in Zoot Sui}, but because the melodrama and docudrama modesecact each other — you cannot simultaneously
narrate something as true to the last detail efenhdppears ‘larger than life’ and as stylisedtie mode of
melodrama.

13 The film has also received criticism, often quisgative, from mainstream Euro-American criticgtipalarly for
its portrayal of hopelessness among Chicano youBuch criticisms are generally cited and then ieffitty
dispatched by the Chicana/o critics that | will diecussing in what follows as part of their strgteég focus
explicitly on what they find problematic from a €hana/o perspective in Anders’s work.
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Barrera offer some praise of the film for normalgsithe lifeways of Chicana homegirls as it
presents them to a mainstream audience, but satitifor simultaneously erasing the specificity
of Chicano barrio life: ‘[The film] walks the linbetween portrayal of a universalizing — read
erasure of difference — “normalcy”, which bringstire mainstream audience, and that of more
specific cultural attitudes, history and socialistures tied to the Chicano community’ (Jillson
and Barrera 1998: 198§ Domino Renée Pérez, has also criticised the filnit$ failure to show
positive representations of Chicanas: ‘The majootyfemale characters featured in Anders’s
film are negative stereotypes, painting a grimyietf Chicanas’ (Pérez 2003: 238).

The maximum example of the enduringly ambivaleacten from a Chicana feminist critic
is to be found in the series of articles/parts ltdpters dealing witiMi vida locathat have been
published by Rosa Linda Fregoso (Fregoso 1995, ,18%99 2003). To take but one example of
these responses in detail, in her first brief btien the subject, Fregoso praises the film, as
Lopez McAlister did, for its attention to detaildfor its gender politics, qualifying it as ‘thedte
mainstream film on Chicano gangs’ and observing fit&a gender politics are great’ (Fregoso
1995: 36). Fregoso also notes the lengths Anderg teeobtain almost ethnographic accuracy
through consultation with the community concerniedpfecisely the same way that the directors
of Salt of the Eartlwent about the matter — and Fregoso notesSaltof the Earths apparently
one of Anders’s favourite films [Fregoso 1995: 3g§)3However, Fregoso also criticises Anders
for attending so carefully to (superficial) detaihile simultaneously not taking on board the
same homegirls’ comments regarding the plot — tbeip ‘unverisimilar’ even if the dialogue
and other features are very close to reality.

Fregoso’s most substantial criticisms, which calecwith those of a group of Oakland

homegirls who watched the film at its premiere ammbse reactions she cites, boil down to this:

1, Homegirls don’t get pregnant from the same gigy have more respect than
that; 2, A homeboy does not obsess over a lowtidek at the expense of his kids;
3, Rival gangs fight over turf, never over a c&regoso 1995: 37)

While some of these criticisms may be due to nedli minor omissions in Anders’'s
contextualisation of the actions of her characf{eush that some plotlines appear rather petty in

terms of motivation), the available sociologicdktdature on Chicana/o gang culture quickly

Y De la Garza defines this kind of approach as twenplementary’ mode of contemporary (Anglo-) Amaric
flmmaking on Mexican/Chicano topics which tendstaike the antagonism out of such relations, obsgrie
phenomenon at work in films such as Load¥sad and Rose®e la Garza, 2006: 100-16).
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reveals how fragile the statements cited abovéyras’® To suggest, as Fregoso does, that these
plotlines in themselves provide evidence of Andeigiposition of her own Anglo-American
values on the characters and a lack of understgrafiwhat ‘respect’ means for the Locas reads
as overly defensive at the very least.

The point of challenging the criticisms levelled Byegoso and others at the film is not a
defence of Anders’s film at all costs, nor is itthaated by an archly conservative desire to see
Chicana/o gang members represented as petty-mianédunprincipled ‘lowlife’. Rather, the
question is: Why and how are these criticisms beagle? What discourses do they rely on and
what do they aim to achieve? Fregoso explicitlyifies that she is not hankering after positive
(even idealistic) representations of Chicana hortee@s per the criticisms of the film made by
some Euro-American mainstream film critics, or ebgrDomino Renée Pérez cited earlier. And
while she alleges that her argument rests on ftttetliat Anders captures the ‘form’ but not the
‘substance’ of Chicana homegirls’ lives (Fregos®2937), | would argue that the key to
analysing her argument also lies in the ‘form’ ihigh she expresses herself, rather than the
‘substance’ of her criticisms.

My issue here is that these criticisms of Andefda — that it is too heavily imbued with
Anders’s personal life and values and thus misistdeds the Chicanas who are its subject — are
specifically framed as ‘because she’s not Chicdmeadoesn’t understand what motivates us’, or
as Fregoso puts it in the prominent first sentesfcker Cineastereview, ‘What happens when
you wrap a white girl’s story in brown girl’s dregi® (Fregoso 1995: 36). And while Fregoso
might claim that the biological essentialism of trexial “authenticity” membership-test’ can be
dodged by focusing on ‘the space where subjectigigroduced’ (Fregoso 1993: xix), when she
chooses so prominently to express herself in teaihswhite’ and ‘brown’ (rather than
Anglo/Euro-American and Chicana/o), the inferenes to be that she is ostracising Anders on
the basis of her ethnic otherness, drawing ‘therctihe’, even when she claims that, ‘In
principle, | don’t have a problem with whites magifilms about Chicanas’ (Fregoso 1995: 36).

Indeed, the choice of the term ‘white’ to descrieders — and ‘brown’ to denote Chicana/o —

15 Although too vast a body of literature to analyseany detail in the context of this article, myusces for
information on Chicana/o gang behaviour and attisuthclude sociological studies such as John Cck@tis
Homegirls: Characterizing Chicana Gang$983), Mary G. Harris'€holas: Latino Girls and Gang& 988), Joan
W. Moore’s Going Down to the Barrio: Homeboys and HomegirlsGhange(1991), Marie “Keta” Miranda’s
Homegirls in the Public Sphef@003) and Norma Mendoza-Dentomi®megirls: Language and Cultural Practice
among Latina Youth Gang2008), as well as Reynaldo Berrios aidVida LocaMagazine’s more eclectic volume,
Cholo Style: Homies, Homegirls and La R42806). For low riding see Denise Michelle Sandsv&Cruising
Through Low Rider Culture: Chicana/o Identity irethlarketing ol.ow Rider Magazing2003).
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means that, no matter how long Anders might cohimbiEcho Park with homegirls, and no
matter what past experiences she might have of gbean welfare mother herself
(experiences/spaces which might produce the righd kf subjectivity she needs to perform
Chicana homegirl identity), she can never be altbwe by the ‘border guards of (Chicano)
identity’, for that identity is still seen to regidat least in part, in biological claims to a agrt
ethnicity.

To return briefly to the other examples of theectipn of the film from a specifically
Chicano perspective cited earlier, once again clesamination reveals that the bottom-line in
the construction of these critics’ arguments foywmders fails to represent Chicano specificity
properly is the good-old ‘racial “authenticity” méership-test’. Pérez sums up her argument by
stating that, ‘While thiAnglo filmmaker does make a feminist statement in refeeeto female
agency, she neglects the opportunity to capitabzeChicanas in positive positions of self-
empowerment’ (Pérez 2003: 238; my italics), funthere polarising the identity politics at stake
by identifying herself as part of the Chicana ‘umd the gang members as Anders’s ‘one-time
Echo Park neighbors’ (236). Jillson and Barreraisque is more tempered and/or ambivalent,
depending on one’s point of view, but it still engs drawing similar conclusions to those cited
above based on the film’s non-Chicano backgrouniléMt starts off by claiming that, given the
high level of Chicana/o involvement in the makinfgtloe film, ‘this film is Chicano from its
inception’ (Jillson and Barrera 1998: 197) and whilstoically omits any reference to Anders’s
ethnicity itself, it concludes by identifying thignh as a ‘productiorby and forHBO’ (Jillson and
Barrera 1998: 199; my italics), and leaves the ee&al impute that the criticisms that have been
made of the film regarding its representation ofic@has/os have their origins in the ethnic
otherness of the film’s production and target ancke

Although only one of the analyses of the film citdzbve focuses in a slightly round-about on
the rightful categorisation oMi vida loca as ‘Chicano cinema’ or not, given the debates
regarding Anders’s right and ability to represehtd@na girl gang members, such Chicana/o film
critics as Fregoso, Pérez and Jillson and Barrenaldvclearly never concede that the film be
included in a ‘Chicano film’ category. Furthermoes we have seen, their rejection of the film
from a Chicano perspective cannot be entirely disaated from an essentialist

conceptualisation of the director’s ethnicity antteral background.
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4) Ongoing ‘Discursive Turf Wars™®

Fregoso has now published several different vessiohher initial review ofMi vida loca
analysed above — an ironic testament, if ever the® one, to how central the film has been to
her work on the representation of Chicana subjigtiwer the ten years following the film’s
releasé’ In general, in the more recent and more devel@pédes concerning Anders’s film,
Fregoso has been much more positive in her cnticx$ the film, praising it particularly for
showing cholas making the streets their own. Nevertheless, slié istludes comments
concerning the fact that the film is too imbuedhaminders’s personal life, while simultaneously
underscoring the fact that Anders is a ‘white’ dicg, even though these asides are entirely
tangential to the main focus of her argument (Fseg®003: 97, 100). Thus the temptation to
criticise Anders on the basis of her ethnicity aethted cultural values, to apply the ‘racial
“authenticity” membership-test’ continues, eventlre work of a scholar who is in all other
respects just about the most astute and infludiitiakritic working in the field.

Two other recent critical readings of / referentme®li vida locaserve as a pertinent epilogue
to the ongoing ‘discursive turf wars’ that are wagever this film, its director and her right to
represent Chicano culture. The first ostensiblyersffa way out of the traps of essentialist
critiques, but ultimately also succumbs to the nieeckiticise, albeit defensively, on the basis of
the ethnicity of the director. The second reveaisst interestingly, the only critique of the film
so far that does not fall into this trap.

The film’s most positive treatment to date appearSusan Dever’s study of melodrama in
Mexican and US cinema made in large part by fedaéxtors Celluloid Nationalism and Other
Melodramas: From Post-Revolutionary Mexicdfito de sigloMexaméricg2003]). Here Dever
skilfully overcomes or simply ignores all of theustlard criticisms of the film as detailed above
(its use of melodrama is recouped; its inclusiorthef wider Chicano community and family
structures is emphasised [Dever 2003: 125-65])theamore, she explicitly defends the film

against any hint of racial essentialism deployethework of Chicana/o film critics, as well as in

18| borrow the term ‘discursive turf wars’ from SnsBever’s study oMi vida locain herCelluloid Nationalism
and Other Melodramag003: 128).

Y Fregoso 1999 and Fregoso 2003. Since the 2003erhiapsimply a more thoroughly referenced versibrthe
1999 article, all subsequent analysis will be basethis document. Apparently, Fregoso initiallyiesved the film
in a very positive light for National Public RadidLatino USA’ programme in summer 1994 (Fregos62089, n.
19), before publishing her rather more damn@igeastearticle the following year after taking stock dietinitial
wave of critical responses to the film, both pesitand negative, and by both Chicana/o and maarstriguro-
American critics.
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that of mainstream Euro-American critics such_as Angeles Timestaff writer Kevin Thomas
who also think that only ‘ethnic and minority filnakers’ can make films about ‘their own
people’ (Dever 2003: 164). Instead Dever arguesAioders’s espousing a kind of ‘cultural
citizenship’ based on shared spaces and experieattess than laying a claim to an impossible
essentialist ‘cultural authenticity’ (Dever 20085).

Nevertheless, despite Dever's cogent dismissahadsd who would have recourse to ethnic
essentialism in their criticisms of Anders’s wodhe still does not manage to move entirely
beyond the terms of such discourse. Although ptedem a very self-aware manner, in the
book’s introduction Dever still feels a need tontiy both herself and Anders ashite, working-
class feminists and to explicitly work through wltlis means for their ability to represent the
lives of non-white subjects, focusing in particulan how their intimacy and common
experiences with the community in question helpsgiee them the right to comment as
insider/outsiders (Dever 2003: 35-41). While tlaistic makes a clear case for a non-essentialist
understanding of ‘cultural citizenship’, and whitlenest examination of the privilege accorded
the Euro-American gaze is much to be appreciatesl,térms ‘white’ and ‘brown’, and the
requirement to identify as one or the other, alleteb prominent in the debate for ethnically
essentialist arguments to be completely forgotivér 2003: 38).

Finally, Marie “Keta” Miranda’s study of the sameakKland homegirls cited by Fregoso
abové® reiterates the criticisms of the film that Fregaguibutes to the girls, specifically with
respect to the reasons why homegirls fight eackroths reported by Miranda, the girls were
generally very pleased to see themselves representéhe big screen, and their criticisms were
occasioned more by a desire to see the complexithesr motives represented accurately —
instead they found themselves too harnessed total@t wanted to explore the divisiveness of
patriarchal culture, and see them purely in retatm male gang members, rather than examine
their experience of group solidarity or the shagesity of their reasons for getting involved in
fights. Most interestingly, however, when discugsithe post-premiere question-and-answer
session with Anders at which the girls were preddimanda observes that ‘When other members

of the audience were critical of Anders — as arsidet, a Euro-American, representing Latina

8 Miranda was a research student at University dff@gia-Santa Cruz and the Oakland homegirls weiae
properly the subject of her thesis. Fregoso menhtaad heard reports of their reactions to Anddibis during the
course of Miranda’s research (Fregoso 2003: 1821 nand Miranda 2003: 115-16).
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youth — the Latina teenagers didn’'t seem to sidén \\luestions that] tended to emphasize
Anders’ outsider position in the Latino communifiiranda 2003: 2).

It would be an overstatement to try to use thipoese to the film as a way of subdividing
the subalternity of the Chicano community and csting Smith and Guarnizo’s arguments
regarding ‘transnationalism from below’ as outlinadhe introduction to this article. That is to
say, the Oakland homegirls’ responséiovida locacould not be seen as ultimate proof that the
more subaltern sectors of a subaltern transnat@mmamunity are less prone to articulating ethnic
essentialist exclusions than the, by now, educabédijle-class sector that makes up the ranks of
Chicana/o academics and journalists. Neverthetaesgirls’ disinterest in criticising Anders on
the basis of her ethnicity does offer a soberind maluable alternative to so much of the
academic discourse devoted to the subject. AndaperBome hope that Smith and Guarnizo’s
rather downbeat assessment of the discourse onityd@noduced by subaltern transnational

groups might not be the whole story.

5) Conclusion — From Imagined Borders to Policed Bders

In his reflective piece on the development of ‘Gmc cinema’, ‘Imagined Borders: Locating
Chicano Cinema in America/América’, Chon A. Norieglaserves how the generally accepted
‘first Chicano film’ | Am Joaquin(dir. Luis Valdez, 1969, based on the poem by KodGorky’
Gonzales) ‘contributed to the idea of a “Chicanoeana” that operated within clearly marked
borders (for community, for identity) that were idefd by the exigencies of the Chicano civil
rights movement’ (Noriega 1996: 17), and laments whay that other contemporary Chicano-
directed ‘experimental films with their interragiaross-cultural, and transcendental concerns’
were exempted from inclusion within the ‘Chicanan€na’ rubric. Writing this retrospective
article in the mid-1990s, he also comments thail ‘SThicano cinema” persists as a quasi-
national category within international film festisain Latin American and Europe’ (Noriega
1996: 17) — attendant essentialisms in the dedimigjo without saying.

It is no figment of the imagination, then, that i€mo cinema’ continues to be a category
that, in order to exist, is found to be in needdforder patrol that seems to fly in the face of so
much of what is, with the exception of Smith anda@izo’s work, traditionally argued for and
advocated within the fields of border and transmati studies. Yet this tendency to erect and

maintain borders around (cultural) national categgoof cinema is perhaps too much of a

27



iMex. México Interdisciplinario/Interdisciplinary &kicol, 2, verano/summer 2012

straitjacket in the contemporary filmmaking climates Ann Marie Stock has commented of
similar tendencies in the field of Latin Americaihrf criticism, ‘A critical activity intent on
policing the borders of Latin American Cinema istiteed to dwell in the past and to marginalize
current film-making practices. [...] To continue tefohe Latin American Cinema narrowly,
insisting upon the criterion of authenticity, magry well bring about the demise of the critical
object’ (Stock 2006: 163).
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Deconstructive Humour: Subverting Mexican and Chicao Stereotypes in
Un Dia Sin MexicanogSergio Arau 2004)

Sarah Barrow

(University of Lincoln, UK)

1) Introduction

For a long time, US cinema developed almost unstidkestereotypes of Latino ‘otherness’,
with characters stigmatised, according to CharlamiRez Berg, in a “pageant of six basic
stereotypesel bandidg the harlot, the male buffoon, the female clowm Latin lover, and
the dark lady” (2002: 66). Indeed, in a survey @ films featuring Latinos, Mexicans and
Chicanos up to the 1980s, early activist-flmmakesis Salvador Trevifio revealed even then
the prevalence of “a succession of abusive stgpestyand denigrating distortions” (1985:
14)! Moreover, Mexican Americans (specifically thoseMéxican heritage born in the US)
have occupied each of those positions arguably mamamonly than most other protagonists
of Latin American origin. Filmmakers in Mexico, nmeehile, have treated Mexican
Americans largely as misfits who belong nowherehare ignored them and their experience
completely? This essay examines the interrogation and deaaniin of the stereotypes of
Mexican (and, where appropriate, Chicano) iderggythey appear in Sergio Arau’s popular
debut featureUn Dia Sin Mexicanos/A Day Without MexicgiMexico/lUSA/Spain, 2004),
situating it within the context of a growing Chicapopulation in the U.S. and a high level of
immigration from Mexico itself.

The film, first made as a “mockumentary” short thatl been released in 1998, was a hit
in both Mexico and in the US, where it was seerfduy million spectator.Intended as a

production that would spark a debate on a topitithalirector felt had been overlooked, this

! Jests Salvador Trevifio was one of the earliesigments of a distinct Chicano cinema, which focusedhe
use of film to promote ethnic political awareness aelf-representation, a deliberate antidote ttiyiwood of
the 1960s and ‘70s. His documentaiy Soy Chican¢1972) was a key work of that movement which celidal
and drew attention to Mexican American identity.
2 For exampleEl Infierno (Luis Estrada, 2010) in which the main charactes gieported from the US and
becomes embroiled in a life of narco-crime.
% To be clear, “Chicano” is the self-identifying ett label coined by political activists of the 1868nd ‘70s,
referring to Americans of Mexican descent. As Meiad Rivera explain, the term ‘had a somewhat péja
connotation in the first half of [the twentieth tery], but it has been taken by many young Amerscah
Mexican descent as a badgeof pride sicne World Wg1972: xiv) While most of the ‘disappeared’ atacters
in this film are in fact immigrant Mexicans (theseé NOT Chicanos), there is at least one Chicarwacier
(the son of Mary Jo and Roberto) and a questiork isarised over the identity of several others|uding Lila,
who believesshe is of Mexican heritage but turns out to beeHaeen born to an Armenian couple.
* The film was number 1 in the Mexican Box Office 2004, and no 52 in the US (where it was released
commercially three months earlier). It was madehvatbudget estimated at $1.5 million, and by thé eh
November of that year had grossed $4 million onatmercial release circuit. It won awards at troEéhe
major film festivals in Latin America, includingf@creenplay and editing.
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film reveals the image of the Mexican (and, moreablly, the Latino/Hispanic migrant in the
US), as a social issue, at the same time as besograe of cultural enrichment and economic
necessity for the US generally and for California particular. Although it is widely
documented, including on the DVD special featuresvall as in the range of interviews he
gave at the time of the film’s release, that thealor was motivated by very serious political
events, his work was dismissed by some reviewelttlasmore than obvious caricature and
farce rather than as a serious critique of the Meximmigrant experience.

This essay argues that humour in the form of sati@eicature and parody is deployed
quite effectively as a subversive tool by a Mexidaector working in the US with a team of
cast and crew from both countries to undermine Joelg preconceptions of Mexican
identity. It further contends that the politicsratism and resistance that are so often aligned
with this experience are inscribed in its narrafimen. For example, and as outlined in more
detail below, particular discomfort is created ¢ertain characters with whom the viewer may
at first identify through the gradual revelationtteem that many of the people with whom
they live, work, sleep and socialise have familgstito Mexico (or other parts of Latin
America). Their ignorance is certainly humorousfiegt as the emphasis is placed on the
misapprehensions and prejudices of certain foatidividuals. However, as the revelations of
who has disappeared intensify, and the dramatiaanpf their absences becomes more
widespread, so too the tone of the film shiftseimfiorce the injustice of a system that fails to
recognise both the specific identity of a certaiaup and their fundamental value to the so-
called “American” way of life.

This essay further proposes that the hybrid forreashedy drama adopted here — which
in places takes the specific form of the distinelyvpostmodern genre of mockumentary that
was the approach adopted by the shorter versioworks particularly well as a medium

through which to explore and tear apart issuesiof sleep social conce?rArau is not alone

® The motivations for the director and screenwrititam included the introduction of anti-immigration
legislation in California in 1994, after which reped incidents of racism became more frequent.sit i
acknowledged by some that part of the film’'s legawjudes serving as one of the acknowledged iatipirs
for the national “Day Without Immigrants” of 1 Ma&006. The “Day Without Immigrants” took the form of
national marches that coincided with Internatiovédrkers Day. It was triggered by the proposals20©5,
contained within the Border Protection, Antitersmni and lllegal Immigration Control Act which appedrto
create particular difficulty for Latino communiti@&®m Mexico. For, as Moreno and Brunnemer outliméheir
history of the development of a Latino identity,asares included “the erection of 700 miles of febeawveen
US and Mexico, a reduction in the number of grezndg offered annually by the US government, anceased
penalties for employing or housing illegal work&f2010: 226)
® Armida De la Garza has already outlined very ftlyethe effective qualities of the mockumentary agzh in
her essay of 2009 that explores the interplay betwetional, supranational and post-national itiestias well
as between form and content, in the short film #hau developed into his debut feature. This profecuses
more on the increasingly hybrid nature of the femtangth version in terms of genre, and emphasdserotion
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in taking this multi-dimensional approach to de&hwhemes of identity in the contemporary
Latino context: other popular comedy dramas mada similar time includeReal Women
have Curves(Patricia Cardoso, 2002), an appealing coming-ef-agle about a first-
generation Mexican American growing up Los Angelbsitilla Soup(Maria Ripoll, 2001),
about the search for fulfilment outside the fanailcle of four Mexican American sisters; and
evenSpy Kids(Robert Rodriguez, 2001) which also deals withrthesterious disappearance
of several of its key characters. However, it is #spects of parody and mock-realism that
Arau foregrounds that place his film apart and Wwhicpropose, allows it to explore those
ambivalent, liminal Third spaces that Homi K. Bhabhas spoken of as being at once
threatening and intensely liberating. In so doihgncourages the viewer to rethink questions
of social agency and national affiliation in thentext of an increasingly complex Mexican
American identity, or rather, as Bhabha puts itelode the politics of polarity and emerge as
the others of our selves” (1995: 209).

2) Un Dia Sin Mexicanosas Countercinema

The basic premise @fn Dia Sin Mexicanog simple enough: Californians awake one foggy
morning to find that all the “Mexican immigrants”workers, spouses and business owners,
including those who were born in the US itself —véhadisappearefl.Cars have been
abandoned in the street and food has been letingjzin pans. Characters we do see, and
whose responses to these disappearances we tchettdrihe mother of a little boy (Mexican
American) who is also the wife of a rock musicidiekican) who was preparing for a
comeback tour. The viewer is also introduced toStee Senator whose housemaid doesn’t
arrive for work, and a landowner whose producenigslanger of becoming overripe if his
Mexican workers don’t turn up to harvest it as thaye done every other day. The thick fog
cuts off communication beyond state lines, inclgdohysical travel across borders, thereby
isolating the remaining non-Hispanic Californiansddeaving them dependent upon each
other for everyday survival. Various character ckes presented in fragmentary narrative
form allow for a range of ideological stances toaded — from the explicitly racist views of

the right-wing Senator and the anti-immigrationiast, to the farmer who genuinely values

of hybridity itself as site of dislocation, as atgut ‘Third Space’ and as starting pointing for ninmulations
of identity, drawing additionally on the work of Hd K. Bhabha.
" As De la Garza points out, the term “Mexicans”duge the film’s title and in much of its dialogustands
metonymically for all immigrants, whether recerdlyived or born in the US and of Hispanic descierctuding
Chicanos. (2009: 123) | attempt to make that dediteeconflation clear throughout this essay by gisihe range
of terms for Latin American migrants in the US: Gino/Latino/Hispanic.
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the work ethic of his Mexican fruit-pickers and vegeosupervisor José becomes the poster
face of the campaign to find the “disappeared”. gitesoffering a range of responses, it is
quickly made clear that the film aims to positios Viewer explicitly to take the side of the
immigrant Other (whether recently arrived or Amaricof Mexican descent), largely by
creating potent caricatures out of those who waattier be without them, whatever their
own racial or ethnic identity.

The director’'s reputation for politically motivatezhtire had already been established
before he launched this film project; Arau, workingh his partner, Yareli Arizmendi, as co-
screenwriter, was commissioned to create a shdhdrfirst instance by Chicago’s Mexican
Fine Arts Centre Museum. The first project was asésl in 1998 and was followed up by
Arau and Arizmendi with the longer comedy dramasiar that developed many of the
characters and situations from the short, whilaimetg the elements of “false documentary”
that had been particularly distinctive and welleiged. Indeed, the feature was granted
funding before the script was even written dueh®guccess of the short and its satirical take
on a contemporary topic. Moreover, the promotiatahpaign for the feature drew heavily
on the aspect of spoof, using a poster to coingitle the film’s release date that included the
tagline: “On May 14' there will be no Mexicans in California”, cleartiesigned to stir up
controversy, public debate, and visibility for tilen itself. According to Henry Puente, in his
study of the promotion and distribution of US LatiRilms, the billboard had to be relocated
several times after complaints from the public wereeived. This act of repeated poster
relocation became a dramatic performance in it$elf received media coverage from Fox
News, CNN and several Spanish-language outlets 1{2051-2) that stirred further
controversy. Inevitably, the “scandal” attractedreased traffic to the film’s official website,
the viewing of which would provide little reassucanto visitors due to the ambiguity of its
presentation and the questionable portrayal osde of its main ‘characters’ as if real
people. Compounding the controversy and confusiosthér was a specific element of the
initial campaign that saw the distribution of 1d@Ccopies of a fake newspaper that reported
on the Mexican “disappearances”.

In terms of reception in the US, the film was mestcessful in Southern Californian
areas dominated by Latino (and, specifically, Chaacommunities and less well-liked
amongst non-Latino communities, particularly outsilouthern California (2011: 15728)

where the film was less vigorously promoted and rehis themes and approach might have

8 On its debut in mid-May 2004, the film earned axBdffice gross of $619,000 on 55 screens in Sounther
California.
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been less appreciated. This, we might surmiseesdovreinforce the notion that Arau and his
team set out to devise a refreshing antidote tsethidollywood projects that persist in
representing Mexicans in a negative or superfi@élt, and provides a contemporary spin on
the low budget documentary countercinema projeicteen1960s and ‘70s that focused more
explicitly — and earnestly — on educating its andes about the Chicano experience, often
attached to a civil rights movement agenda. Onadter hand, even the brief box office
analysis makes clear that its impact beyond theatie communities in the US was likely to
have been minimal.

Up to the time of making this film, Arau was besiokvn either as son of the Mexican
cultural icon Alfonsd, or as provocative political cartoonist, acclaimédual artist and
satirical musician who formed award-winniBgtellita De Jerean 1983, a group that fused
humour and Mexican traditional music with the comp@rary sounds of Hispanic rock. With
a burgeoning reputation as a politically and sbciebmmitted short film-maker, he turned
his attention to feature film-making as a form tigh which to attract a wider audience to the
art and politics of the immigrant Mexican and MexicAmerican experience. While his work
makes his political intentions clear in and of litstéhis interpretation is confirmed by the
director’'s comments in interviews he gave at theetof the film’s release about the concerns
that inspired him to make the feature project, ngnheés anger at the introduction of the
aforementioned anti-immigration law in 1994 aftdrieh he felt that “el racismo arrecio y los
californianos no latinos hasta se enfurecian ddaldtar espafiol” (Smith 2004). Moreover,
his decision to submit the film for screening a tew Latin American Cinema Festival in
Havana (December 2004), the birthplace and s@ldéntre of the revolutionary cinema of
Latin America, signalled his intent to spark pckily motivated debate about a topic of
fundamental concern. In so doing, and even thougladsthetic approach is quite different,
he would appear to have plenty in common with threnfiakers of the Chicano Movement
who, as Catherine Leen points out, “shared a [..3l go their efforts both to represent
Chicano life and to overturn years of negativeesigping of Chicanos in film” (2004: 2.

° Alfonso Arau, writer, actor, director and clas$ligarained dancer, came to international promireemdth his
Academy Award nominated h€omo Agua Para Chocolatf991), having already made and appeared in a
number of important Mexican feature and documenfiims.
% These filmmakers of the early Chicano movementewbemselves strongly influenced by the models and
theories that were fundamental to Latin Americamhationary cinema of the 1950s and ‘60s.
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3) “Day’/s of Action

Before elaborating further on the distinctive featuof those stereotypes as they appear and
are undermined by Arau’s film, it seems pertinensét out the political context of the film’s
inspiration in some detail so as to grasp morey/fille gravity of its intent, and the different
ways this may be interpreted by the viewer. Morepitds hoped that this may allow us to
understand both the specific and the general apprt@ thematisation at play here and,
adapting a framework elaborated by Mette Hjort,et@amine how a theme may be both
perennial and topical all at once. That is to shst the theme of “disappearance” may work
on one level “across historical and cultural bouredd (2000: 106), as well as on a more
localised level by drawing on memories of landmaskents that may be recalled and
recognised only by a specific cultural group orafahterrelated groups.

We know from interviews given by the director thfabse specific landmark events relate
to the history and impact of migration by Mexicatsoss the border to the US, particularly
after the introduction of the Immigration Reformda@ontrol Act of 1987, the unintended
consequences of which included an increase in Meximmigration to the US, both legal

and illegal. As Timothy Henderson points out, bp@0

once the shock of IRCA dissipated [...] there wener filmes as many Mexicans
living in the United States as there had been padhe passage of the IRCA. By
that time, Hispanics had become the nation’s langé@sority. (2011: 125)

Inevitably, throughout the 1990s, these immigravese scapegoated as those responsible for
causing the collapse of a rather fragile Mexicawsperity, and those in California,
particularly Los Angeles County, were the most @iexafp targets as their arrival in large
numbers in such a short space of time changedetm®graphic of the area completely. Street
riots broke out as a result of ethnic tensions pnir§) 1992, and right-wing politicians took
advantage of the climate of fear and suspicion. tMagnificantly, in 1994 Governor Pete
Wilson, while running for re-election in Californiencluded as a key tenet of his campaign an
initiative called Proposition 187, intended as @ical solution to the state’s problems in that
it would allow for the legitimate denial of all Satservices to undocumented immigrafits.
Thanks in part to appeals by civil rights groupattthe initiative was unconstitutional,
Proposition 187 failed, having been approved bymobut ultimately rejected by the courts,
but its impact left its trace on the psyche of mahthose caught up in the political turmoil of

the mid 1990s, including the director of the filmder discussion here.

*' As noted by Henderson, Proposition 187 would retehmade it an explicit crime to hire undocumented
workers, or to penalise them for violating anyluf statutes of the IRCA. (2011: 128)
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Indeed, whileUn Diais the flmmakers’ direct response to a very speé&gislative act,
its actual premise of “disappearance” draws omralai day of action — “A Day without Art”,
when all art institutions in New York were closeowth — in commemoration of those who
had died of AIDS and in celebration of the placeads and culture in everyday life by
creating an absence of'ftThe notions of void and denial are fundamentahtsimpact of
actions such as these in that it shows how ‘abseanebe put into play in the mobilisation
and, indeed, creation of political subjects’ (in Mée2011: 216) recalling strategies proposed
by Derrida on the generation of subjectivity an@érazy. In this and several other respects,
such public commemorative “Days” differ quite profmlly from the more private and
affirmative act proposed by activist Gloria Anzadddf El Dia de la Chicana y el Chicana
day [2 December] set aside for contemplation of“theial self” and for acknowledging the
“essential dignity” (1987: 110) of the Mexican Anwan people, and yet they share a similar
fundamental claim for agency and recognition.

Despite a mixed reception from film critics at timae of its release, Arau’s film has been
acknowledged as one of the original inspirationgtie national marches of 1 May 2006, The
Great American Boycott, also known as “A Day withtmmigrants”, an action triggered by
a new proposal, in 2005, of the Border Protectidntiterrorism and lllegal Immigration
Control Act and as a response to worsening racrsiight of the 9/11 terrorist attacks on
New York!* However, although the notion of absence was afgmoitant to the action of
2006, in that “participants were asked not to attetrk or school for the day and to avoid
buying or selling any US goods and services ofkang” (Moreno & Brunnemer 2010: 226),
the key difference between such real actions aediltin’s dramatic conceit is that the work
of fiction is not centred on the visibility of aeuprotest, but on the removal of labour
coinciding with the disappearance of the workermgletely. Those who are marginalised
and “invisibilised” by their employers on a dailyadis thus make themselves and their
contribution visible, and valued, by becoming iblis, and it is important therefore that the
film includes scenes that show many of those disagnces as they occur. Again, it is this

12 See the statement from Arau and Arizmendi on theegis of the film on the official website for cionfation

of this: http://www.adaywithoutamexican.com/index1.htm

3 The repeated use of the word “disappearancestesialso to the politically motivated disappearance
(presumed assassinations) that have occurred wadligrus dictatorial regimes in Latin America, inding
Mexico. At one point in the film, the Senator seekire-election is forced to deny that the governnied
anything to do with these disappearances of alL#imos from the State of California.

4 Although conceived well before the 9/11 attacks film was completed and released afterwards &nd i
reception clearly coloured by those events andtiftsequent treatment of illegal/undocumented imemitgr As
Carol M. Swain has indicated, the “War on Terrogtefined immigration again as a national secusgué,
conflating “terrorists” with undocumented migrankdore specifically, the attacks also halted the igration
reforms that were promises during interactions betwPresidents George W. Bush and Vicente Fox.ifSwa
2007:7)
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provocative, conceptual liminal space of in-betwaens, and the interplay between presence
and absence, that lie at the heart of the film’gant and takes it into the realm of the political

and the postmodern.

4) Missing Links: ‘The Latino/a Riddle’

This film is above all an exercise in social safparody and subversion; in other words, a site
of resistance to hegemonic values. As a politicalbytivated filmmaker committed to social
change, Arau sets out to say something meanindfoltathe immigrant experience in
California, but eschews the more didactic apprazcocial realism in the belief that humour
might provide a more effective and accessible veagddress a tough issue through cinema.
Taking an auteurist diversion for a moment in teohfacking this director’s “world-view”,

it is interesting to note that the choice of sasiseroute to debunk various social and political
myths about racial and ethnic identity may be tdaback through all his earlier creative
work. He and Arizmendi began their artistic colledimns with a stage production dealing
with the Free Trade Agreement that was presentgdléggal satire. Moreover, with an early
training in journalism, Arau re-established Garrapatg the controversial satirical magazine
that had been first established in 1968. Since,therhas also won multiple awards for his
satirical political cartoons. Such activities havithout doubt made their mark on this feature
film project.

The key platform for the satire and parody in tiien fcentres around the TV news
programme format, most of the generic and spedshtoonventions of which are turned on
their head. In accordance with the main functioparfody, that is “to exploit and contest that
which came before” (1998: 187), the director (argldereenwriting team) toys with audience
expectation of and familiarity with the TV news riwait in order to redefine the relationship
between himself and those spectators he knowsudlseadware of the conventions of that
popular, everyday form. In doing so, he also ineslthem in the work of distinguishing
between the ‘reality’ of the film’s narrative, atite ‘reality’ of the news reports within the
film. He intertwines the different levels of fictitreality by, for example, using the news
conventions of graphics and informative titles alésof the actual news reports; more
profoundly, he brings the story of news reportetalLRodriguez, apparently the only
“Latino/a” to be spared from “disappearance”, ouni the fictional newsroom where the
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story of the disappeared is being constructedtfoaudiences to consume, and into the space
of the diegesis where the story of the disappeiarbding played out

Adding further layers of intertextuality, Arau imgects flashback sequences that use the
realist aesthetic of the home movie in order tovig®® memories of moments of intimacy
between family members who have been separatedléneed ones from the point of view of
those left behind. He also references and intetesgidne prevalence and general acceptance
of both surveillance culture and reality TV cultused the shared understanding of the
conventions of decoding both forms through the eliegntrusion of a CCTV camera inside
Lila’s hospital room, the “drama” of which is watxh24/7 by other characters in the film and
triggers an array of subsequent plot points. Moeedke Brechtian aesthetic implied by both
by the absurdity of Lila’s situation (she is retafrto on news broadcasts as Santa Lila, and
confesses that she feels like a “circus freak”) gneddeliberate rawness of the video filming
in many sequences, all serve to set up a repetited ef distanciation between spectator and
character so as to prevent the viewer from empathiwith the characters or abandoning
themselves to the narrative and thereby missingafigcal content of the dramia.

Linda Hutcheon has posited that parody “both inocafes and challenges that which it
parodies” (1987: 17) and indeed witlm Dia, Arau offers a critique of the apparently derisory
and often ill-informed agenda of TV news. In sordpithe director has to assume that his
audience holds a shared understanding of the ctiomenand intentions of the TV news
format, and expects that audience to “play conticatch-up” (1991: 80) in terms of piecing
together the layers, forcing spectators to try teken sense of the multiple levels of
intertextuality, juxtaposition and jibe as they yplaut on screen. As a result, the film’s
spectator (domestic and international), steepe@Mnnews culture, should pick up on the
parodic devices and delight in a sense of knowisgihef being able to share the joke with the
director, while at the same time becoming the Hittsuch jokes’ For if an intense

knowledge of generic conventions is required ineorfdilly to appreciate the parody, part of

!5 Lila is played by Arizmendi, Arau’s partner andllaborator, adding a further layer of knowing-ndes
viewers. Many would already be aware of her pdllticiews from her previous work; others could easil
discover them just through watching the DVD exttagt accompanied the film's release which include a
interview with Arau and Arizmendi on their motivaitis for the film.
16 See Michael Chanan’s chapter on documentary filkimga“After Verité” on this, in particular his disssion
of the use of parody in documentaries of the mecemt period (2007: 250-254). | suggest here thau’a
mode of representation shares some of their feaand is, arguably, all the more effective for it.
7 Note however that, as Rosa Linda Fregoso pointsimther chapter on “Humor as Subversive De-
Construction”, we should not assume that “the pgea# encoding particular social and cultural megsionto
images/languages/sound ... correspond[s] neatlyddtioding strategies. Viewers may or may not geptiet,
so the problem of equivocation surfaces.” (1993: Bawever, as with the film that she explores, lseain
Arau’s work (this film and all his other outputsd tomedic mode predominateldh Dia “simply cannot be
taken literally or at face value.” (ibid)
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the critique must surely be focused on our ownangle upon and general belief in such
problematic forms that shape our perceptions ofetreryday world and its protagonists. In
short, Arau’s film serves both to “mirror and ridie the supposedly more serious and central
dramatic activities” (Mamber 1991: 80) of the TViasereport and surveillance culture while
at the same time stressing their global reach anctsality.

In his work on comedy in radical cinema, Stephenmidar has arguetthat “the activities
of parody have been directed towards an exploratiothe processes of creation”, and for
him the notion of the “failed artist” (1991: 88) éaskey aspect of cinematic parody. Arau’s
film offers several examples to support this idéaclv are worthy of exploration so as also to
understand more deeply how the political impacthisf work is conveyed, and how the
stereotypes are undermined. Mexican Roberto Quangduardo Palomo), one of the first to
disappear along with his (Mexican American) son iBglis a rock musician past his prime
who is intent on reliving the wild life he enjoydefore he and non-Latina wife Mary Jo
(Maureen Flannigan) settled down to suburban Kefirst glance, he appears to be the
epitome of “eroticism, exoticism, tenderness tingatth violence and danger ... [and the] ...
dashing and magnetic male Other ... possessor ofralpsexuality” (Ramirez Berg 2002:
76) who believes himself attractive to women fauryger than himself. His wife is clearly
suspicious about his motives for introducing a wasyng backing singer to the band he has
reformed. This notion of irresistible Mexican matism@ is quickly debunked when Mary Jo
points out to the TV news interviewer the very opening sequence that he would not have
run away without his teeth. In case we misseditiee ghortly afterwards those false teeth are
seen detached in a glass of water, and indeed idemysteriously reappears, one of his first
acts is to casually place the teeth back into hoaitmin full view of his family and his
neighbours. There is a further layer to the debugkif the Latino-lover image at play here in
that the actor Palomo (who died suddenly just dfter film had been shot) was best known
in Mexico as well as amongst Hispanic communitieghe US and other parts of Latin
America as a highly photogenic startefenovelasa genre he is understood to have tolerated
as a means to move towards more serious work ge stad the big screen in the US but from
which he never truly escaped. The deliberately fplagttempt to undermine his own TV
image serves thus as a poignant act of resistance.

In terms of characterisation, Arau uses broad bstigikes to constructs an all-too easily
recognisable “type” of Mexican, which also works wider levels, by also implying Latino,
Hispanic, Chicano; even the notion of the “aliem’téferenced through the nod to the science

fiction genre with the inexplicable invasion of mlpfog, as well as via the dialogue of the
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border patrol guards for whom that term is parteveryday parlanc® Because the
“Mexicans” disappear at an early stage, those bstreikes have to be developed by those left
behind who talk about them — including family memshenew reporters, landowners and
university professors — often directly to the viewea deliberate break with the conventions
of Hollywood continuity. These non-Latino charastesome of whom are immigrants from
other parts of the world, serve as cyphers for commmisunderstandings of Mexican
immigrants and Mexican Ameicans as well as to gyl the absurdity of the power
relationships which had left those ethnic groupsgimalised to the extent of social, economic
and political invisibility before they took contrahd made themselves physically invisible.
For example, the clueless insensitivity of the $ermwife Ellen Abercrombie (Melinda
Allen) brings to the fore both the utter reliancen® Californians have developed on Latino
workers at the same time as showing how there =idurther divide between those who
work in the home as domestic servants (and whiamnee less “alien”) and those who work
behind-the-scenes in restaurants, as street ckeased as labourers, generally out of sight.
Arguably even more ridiculous and less forgivalplghis regard are the supposed “experts”
who all claim to have a solution, the most appeg(end controversial) one appearing to be
the identification of a Mexican gene that will bsed as a vaccine for all non-Mexicans to
protect them from the phenomenon of “disappearantiéir attempts to understand the
disappearances are quickly lampooned by highlightire inadequacy and irrelevance of
each. Further, it underlines the absurdity of evesgtt up by the anti-immigration groups to
celebrate the disappearances and uses both humbstadistics to emphasise the way US life
is held together on macro and micro levels by tiep&hic immigrant workforce, with scenes
that show the Senator’s trophy wife’s patheticcilyi aborted attempts to do the housework,
images of uncollected ripened fruit growing putiid the orchards, and the stand-in
weatherman’s realisation that the activity he halitled for so long is rather more complex
than he had understood. Indeed, the only charadierspeaks with any degree of lucidity
about the economic, social and cultural value ef Mexican/Latino/Hispanic migrant is the
one who lives on the streets and who is markedtlmgdugh his demeanour as insane.
Thematically, as well as stylistically, then thérfifunctions as a parody. It relocates and
violates the myths and stereotypes around idehtitiaking a wry approach to the theme of
social and ethnic difference by demonstrating tioeddible complexity of ethnicity itself.

'8 Charles Ramirez Berg presents a detailed and loréglcal account of the development of the alien
movie and its relationship with the image of themigrant, in particular the Hispanic migrant, in his
chapter “Immigrants, Aliens and Extraterrestriaisi_atino Images in Filmpp. 153-182.
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In an attempt to acknowledge this complexlty) Dia draws attention to what Fregoso
has termed the “syncretism of commercial populdtucel in the US” (1993: 60), the process
of acculturation that continually embeds itselfeweryday life in the US due to the complex
links arising from the South-to-North migration,rabhgh casual references to aspects of
Californian daily life that are totally reliant ots relationship with Mexico and yet which are
taken for granted — such as the Senator’s favotiniteakfast burrito” which he is denied
while the Mexicans are missing. For, as Shohat&tach have pointed out, “in a multiracial
society, the self is inevitably syncretic” (1994873, and yet we rarely pause to acknowledge
this. Visual gags such as the playing cards faagullexican American Hollywood stars
(from Cheech Morin to Jimmy Smits) used by the gddiorder guards to entertain themselves
during breaks, function as political gestures bkipg fun at the superficial and nostalgic
appropriation of “Otherness”. Through comedy ofi@reasingly absurd and farcical nature,
and with a final image that offers an almost riticisly utopian vision for cultural politics as
“lost” Mexicans are embraced by the border patudrgs who had previously beaten and
imprisoned them, the film thus exposes the fragoit the very values on which such myths

and stereotypes are based.

5) Conclusion

Ramirez Berg argues that the history of Chicamorfibking may be thought of as “a series of
waves, each lashing out at Hollywood cinema irous distinct way” (2002: 185). The first
comprised of radical oppositional documentarie$9t96) that found its inspiration in Cuba
and had a unifying manifesto aimed at mobilisiirgRaza the second (1977 to the present
day) is, he suggests, still rebellious but moreeasible in form and style, including fiction as
well as documentary, with some institutional furgdithe third wave began in the late 1980s,
comprises mainly genre films whose political contéis embedded within the deeper
structure of the genre formulas” (2002: 187). While director of the film under discussion
here is Mexican (residing, temporarily, in the U&),his way, perhaps, to becoming Mexican
American, his debut feature has certain points ammon with the work of those
emphatically political Mexican American film-makerks accessibility marks it out as a
manifestation of the second wave, while its pditimotivations harks back to the strong
mobilising intent of the first wave. Despite, orripgps because of its cacophony of styles,
approaches and tones, the film's attempt to exghseconditions of oppression of the

Mexican people in America, and of Hispanic, Latar@l immigrants more generally, is clear.
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That clarity, as | hope to have argued in this gssalargely down to the use of humour
as a deconstructive tool to subvert all mannetarestypes and thereby to force the viewer to
think again about certain myths of racial and ethidientity. Assumptions about all the
protagonists are debunked and it is worth notinghese concluding words the features of
those two characters, both female, which threaoluttr the entire narrative. Mary Jo, whose
voice is the first to be heard, speaking to a nepsrter, is initially presented as the dutiful
suburban wife and first grade teacher, as a bimaynterpoint to her swarthy Mexican
husband who she has surely tamed through faméyalifd wholesome values. Her balanced
‘normality’ is further stressed by the contrastttisaset up with her fundamentalist Christian
sister who insists that the disappearances argnaftim God of a looming apocalypse, and
Mary Jo’s outrage at such extreme beliefs positienas a sympathetic character for most
viewers. While visual cues are placed in the opgsitenes, more explicit queries about this
assumption are implied as the narrative progrebgethe fact that her daughter has not
disappeared, her constant presence uncomfortalggestive of a different paternity and
ethnic identity. It turns out that Mary Jo had bestaithful to her husband through a one
night stand with a neighbour, a revelation thavegto undermine the initial views one may
have had about both Mary Jo and Roberto as a canpl@s individuals.

Meanwhile, Lila finally discovers that she is noekican by birth but Armenian. Again,
clues had been presented to the viewer throughodtt&o other characters are already
availed of this knowledge. On air, that is to sdirectly to the CCTV camera in Lila’s
hospital room that is linked to the TV studio fe¥ Bour a day “reality” broadcast, Aunt Gigi
(Caroline Aaron) confesses that Lila’s actual mpotdied when she was very small. Her
mother didn’t want her to know of her backgroundiemically, she wanted her to grow up
“all-American”. At the point when Lila passionatetieclares that given her upbringing she
feels Mexican anyway, she disappears also, whialdsleshortly afterwards to the film’s
upbeat denouement via a quick succession of unerpldreappearances”. Although he may
not offer us any really radical formal innovatiooisthe type deployed by the first wave of
Mexican American filmmakers, who eschewed hegemdtotlywood filmic conventions
completely, Sergio Arau reconfigures those conweesti turns them in on themselves, and
effectively undermines the very ideological premae which such conventions are based.
Giving one of the most significant pieces of conahg dialogue to the hyper-blonde female
newscaster who declares that “You belong to theleewho taught you the world”, the film

finally reveals its own purpose by emphasising iilgras, at heart, “a deep, horizontal
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comradeship” (Anderson 1991: 7) that exists on @utwecognition and shared
understandings.

Bibliography

ANDERSON Benedict (1991)imagined Communities: Reflections on the Origin &pdead of
Nationalism Revised Edition. London, New York: Verso.

ANZALDUA, Gloria (2007 [1987]):Borderlands: The New Mestizarhird Edition. San
Francisco: Aunt Lute Books.

BHABHA, Homi (1995): ‘Cultural Diversity and Cultural D&rences’, in: Bill Ashcroft,
Gareth Griffiths and Helen Tiffin (eds.fhe Post-Colonial Readetondon, New York:
Routledge.

BHABHA, Homi K. (1994)The Location of CultureLondon, New York: Routledge.
CHANAN, Michael (2007)The Politics of Documentaryondon: BFI.

DE LA GARzA, Armida (2009): ‘Mockumentary as Post-nationaligdational Identity in A
Day without a Mexican by Sergio Arau’, in: Miriamaddu & Joanna Page (edsVisual
Synergies in Fiction and Documentary Film from bhat#hmerica New York: Palgrave
Macmillan.

DE LA GARzA, Armida (2009): ‘Chicano Identity and Discoursels Supplementarity on
Mexican Cinema’, inDialogos Latinoamericano$6, pp. 58-69.

DE LA GARzA, Armida (2007): Mexico on Film: National Identity and International
Relations Bury St. Edmunds: Arena.

DERRIDA, Jacques (1997)Of Grammatology Trans. Gayatri Spivak. Maryland: Johns
Hopkins University Press.

FREGOSQ Rosa Linda (1993): ‘Humor as Subversive De-camsion: Born in East L.A
(1987)’, in: idem:The Bronze Screen: Chicana and Chicano Film Cultiéneapolis:
University of Minnesota Press.

HENDERSON Timothy J. (2011)Beyond Borders: A History of Mexican Migration toet
United StatesOxford, Malden: Wily-Blackwell

HJORT, Mette (2000): ‘Thematisations of Nation’, in: irde& Scott Mackenzie (eds.Einema
and Nation London, New York: Routledge.

HuTcHEON, Linda (1987): ‘Beginning to Theorize Postmodemmisin: Textual Practicel,
no. 1, p. 17.

MAMBER, Stephen (1991): ‘In Search of Radical Meta-Cinemna Andrew S. Horton (ed.):
Comedy/Cinema/Thearerkeley, Los Angeles: University of CaliforniaeBs.

LAGA, Barry (1998): ‘Decapitated Spectators: BartonkFi(Post)History, and Cinematic
Pleasure’, in: Cristina Degli-Esposti (edPostmodernism and the Cinemblew York:
Berghahn.

44



iMex. México Interdisciplinario. Interdisciplinarylexicol, 2, verano/summer 2012

MEIER, Matt S. & Feliciano Rivera (1972Jhe Chicanos: A History of Mexican Americans
New York: Hill & Wang.

MORENG, Michael P. & Kristin C. Brunnemer (2010)atino History Santa Barbara:
Greenwood.

PUENTE, Henry (2011)The Promotion and Distribution of US Latino Filnidew York: Peter
Lang.

RAMIREZ BERG, Charles (2002)Latino Images in Film: Stereotypes, SubversionjdRasce
Austin: University of Texas Press.

SaID, Edward (1979)Orientalism London: Vintage.

ScHuck, Peter H. (2007): ‘The Disconnect between Pubtiitédes and Policy Outcomes in
Immigration’, in: Carol M. Swain (ed.Pebating ImmigrationCambridge: CUP.

SHOHAT, Ella and Robert Stam (1993)nthinking Eurocentrism: Multiculturalism and the
Media London, New York: Routledge.

SmITH, Jorge (2004): ‘Sergio Arau invade Cuba con sudilUn dia sin mexicanos’, ia
Ventana: Portal Informativo de la Casa de las Arcasi
http://laventana.casa.cult.cu/modules.php?name=8&@esprint&sid=2280 (accessed 28
October 2011).

SWAIN, Carol M. (2007)Debating ImmigrationCambridge: CUP.

TREVINO, Jesus Salvador (1985): ‘Latino portrayals in flwmd television’, inJump Cut: A
Review of Contemporary Med&®, pp. 14-16.

WEBER, Cynthia (2011):1 Am an American’: Filming the Fear of Differencéristol:
Intellect.

45



iMex. México Interdisciplinario/Interdisciplinary &kicol, 2, verano/summer 2012

Masculinities in Robert Rodriguez’sMexico Trilogy

Alexandra Simon-L6pez

(University of Eastern Finland)

1) Introduction

The aim of this article is to deconstructively umaad critically discuss the various layers of
masculinity and the notion ohachismoused by Robert Rodriguez in Hexico Trilogy
which comprises the filmgl Mariachi (1992),Desperado(1995), andOnce upon a time in
Mexico (2003). For the theoretical framework, | am insted in the interplay of socio-
historical concepts of (Latin American) masculirgiyd the usage of masculine stereotypes in
motion pictures, for which Connell’'s (1995 and 2p@%ory of hegemonic masculinity and
Berg’s (2002) notions on Latin American stereotypesved applicable. Connell presents
hierarchically organised key categories of masaylim terms of patriarchal power, starting
with hegemonic masculinity which guarantees thetinaation of men’s dominance over
women because it can be perceived as “the patfguractice (i.e., things done, not just a set
of role expectations or an identity)” (Connell aki@sserschmidt 2005: 832). According to
Bradley (2007: 46), this form of identity is whaté refer to as “macho”: tough, competitive,
self-reliant, controlling, aggressive and fiercélgterosexual.” Complicit, marginalized, and
subordinate masculinities serve as associated arasgalthough the main emphasis for the
analysis of the selected films will be placed upegemonic masculinity. In addition to this, |
argue that Connell's typology needs to be enharimedncluding more hybrid types of
masculinity as a means of resistance to patriamiaaiculinity, as hybridity can be considered
a means of “strategic reversal of the process ohidation” (Bhabha 1994: 112). With
reference to Carpenter (2010: 668), | consider fdpresentation of hegemonic masculinity
as a fluid process with changing role boundaries the absence of a clear-cut dominating
male/dominated female gender dichotomy.” Rodrigai¢dfogy, as | will show, can be seen
as a symbolic allegory of Western colonialism, #merefore seen as questioning images of
hegemonic masculinity.

As far as masculinity studies are concerned, theyaually considered as complementary
to, and not in competition with, Gender Studies d&w®minist Theory, though they were
comparatively disregarded at their beginnings. Treglect of the other gender ultimately
lead to the “current academic fascination with mésty” (Breger 2008: 155), which was
encouraged by the second wave of feminism in thie @970s when the first conferences on
masculinity took place in 1974 and 1975. Soon aftean Scott’s (1986) articlé&Sender: A
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Useful Category of Historical AnalySigvas published, many historians started to uselgen
as a constructive category of analysis with regarthasculinity. Research on this particular
topic became increasingly popular, as Paul R. Désls book review on recent publications
demonstrates, in which he emphasises (Deslandels 289) the late “attempts to privilege
the study of emotion and friendship, noting how bbeds forged between men in a variety of
contexts could satisfy a broad range of sociakucal, and political demands.” Past scholars
have often opted for a sociological perspectivar@sculinity, for example authors such as
Michael Messner (1992), Michael Kimmel (1994), addrry Brod (1994), among others.
Pivotal to this development are the sociologicatkedy Raewyn (Robert) W. Connell, often
in joint collaboration with Tim Carrigan (1985),hloLee (1985), and James Messerschmidt
(2005). Up until now, Connell'8/asculinities(1995) remains a classic reference within the
field of masculinity studies, as it provides a thyeon the plurality of masculinities, for which
reason it will serve as one of the main scientiilerences used in this study.

However, an essential methodological question siaseto whether the mentioned theories
are fully applicable in a Latin American context, ibthey only partially fit. Histories of
gender and sexuality have formed constituent elémmihatin American studies for almost
three decades, and have been significantly imperéto challenging essentialist notions of
Latin American difference (backwardness) and naeatof unidirectional change” (Strasser
and Tinsman 2010: 84). For historians, this affestisdies of Spanish and Portuguese
colonialism, literary studies of gender and modaation, and labour history. Masculinity is a
mutable category and does not possess any “univaesadard of manhood that transcends
time and place”, because its “codes are socialty@iturally constructed” and may alter by
age and class, among other factors (Lehfeldt 2868). According to Lopez-Vicuia (2004:
243), “[a] critical revision of discourses on masgaty in Hispanic and Latin American
culture is beginning to emerge” by introducing “maruanced discussions of how different
models of masculinity are reproduced and dissemdhiat Latin American culture.”

| was particularly intrigued by how this topic isalt with in rather entertaining and, at the
box offices, successful films, for we can detectnasch useful social criticism, symbolic
hints, and cultural allegories as in independenic&to films. Rodriguez himself, in an
interview with Berg, refers to this idea in the saway:

RR: [...] I think that one of the problems is tdten Latin filmmakers get that chance to
make a film, they try to do too much, and make apdll the movies that were never
made before. And then it becomes too preachy. Yoube much more subversive, you

can be much more sly than that, and get everything want in there. If you're just
conscientious about it and try to trick people bsttigg them to watch something
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entertaining and show them something else at thre ¢ame. Slip it in the genre. (Berg
2002: 270)

Section 2 of my study presents a synopsis of eatheahree films of théexico Trilogyby
already considering questions of masculinity, dmehtthey are discussed in greater detail in

section 3 before | present my conclusions.

2) The Mexico Trilogy

In each of the three films that constitute RodrigsieMexico Trilogy the plot and the
leitmotiv remain the same, although changes in afgmees and characters occur.Bh
Mariachi, a young musician (Carlos Gallardo) arrives anhalsMexican town in order to find
employment as a mariachi. He goes from bar to &ldng for work, but there seems to be no
market for traditional Mexican music, which is iroally demonstrated in the first bar scene
when the bar owner shows him a machine that replaceentire music group. Dressed in
black and carrying his guitar case, the mariackemebles Azul (Reinol Martinez), an escaped
criminal who carries his guns in a similar guitaxse while seeking revenge on Maurice,
nicknamed Moco (Peter Marquardt), a white Ameridang lord. Moco’s men mistake the
mariachi for Azul and try to kill him, but the incent Mexican shakes-off his pursuers by, in
self-defence, killing several of Moco’s hitmen. Timariachi finds shelter at the second bar he
visits, which is owned by Domino (Consuelo Gémed)p helps him to hide in her flat above
the bar. He soon falls in love with her, oblivioofsthe fact that Domino used to be Moco’s
lover who had bought her the bar, the flat, andotonbike that should quickly bring her to his
heavily guarded villa on the outskirts of town wheer he wants to see her. When Moco’s
men finally find the mariachi, they bring him tcshiilla, but Moco, who is the only one who
knows what Azul looks like, realizes the mix-up awhds him back. Meanwhile, Azul, being
deprived of his guns because of an accidental sasteh, takes Dominé hostage who,
unaware of the mariachi’'s safe return, reveals Moaddress for she fears for the Mariachi’s
life. Azul and Domino arrive at Moco’s villa, wheeMoco kills both Azul and Domind, since
he finds out about her feelings for the mariackie Thusician returns to the villa shortly after
being told that the woman he loves has been takem,t but upon arrival, he only finds her
dead body in front of Moco and his men. The drud lmow cripples the mariachi by shooting
his left hand. In an act of rage and revenge, Medmally killed by the mariachi, who then
leaves the town on Domind’s motorbike, taking witim Azul’s guitar case full of guns,
Domind’s dog, and her knife. It is a very sad egdas the mariachi has not only lost his love,
but also his old life as a musician, and the ongans of survival will be to become an outlaw
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like those who he despises. Filming took place atlgeédo’s hometown, Ciudad Acuiia, which
was also very well known to Rodriguez, and the petelent and low budget character of this
film is emphasised by the fact that, for exampliepfithe actors brought their own wardrobe
to the set. Rodriguez and Gallardo had already femiiar faces in Ciudad Acufia, and
“[most] of the props had been found or borrowed] Rodriguez achieved his tracking shots
using a wheel-chair “dolly” on loan from the lodadspital” (Macor 2010: 155). To hunt and
to be hunted, and loss and vengeance are the mpsttant leitmotivs ol Mariachi, which
will be further developed in the following sequedsid which can be considered important
categories of masculinity within the (post)colonmbcess, as, according to Thakkar (2010:
710),

[hunting] marks the colonizer’s identity from thery outset of the colonization process,

whereasbeing hunted is the mark of the defeated, the underttegdowntrodden. But

neither of these categories is entirely staticistinttt and, as we shall see, the identities of
hunter and hunted are gender-coded in ways thatcaraly shifting.”

The sequeDesperadp now starring Antonio Banderas as the mariaclurises the idea of
revenge and mistaken identity. The mariachi arrimesnother small Mexican town, looking
for Bucho, real name César (Joaquim de Almeidap dholds responsible for the killing of
his late girlfriend, Domind. In a flashback sceties audience is taken back to the penultimate
scene ofEl Mariachi in which Dominé is killed by Moco and in which thmariachi
(Banderas takes Gallardo’s role in the flash-bane) is wounded. This flashback scene is
motivated by introducing the topic of justified wEance while simultaneously exposing the
mariachi’s pain as he is still haunted by his pds$ie flashback scene is embedded into a
dream sequence that shows the mariachi, accomphgiéao other mariachis, singing and
playing the guitar in a bar. The opening credits Besperadoare shown throughout that
dream sequence in which, suddenly, the dead Mod@ae of his hitmen appear. This surreal
scene is highlighted by different lighting setupsl éeads to the flashback scene of Domind’s
death. Tormented and visibly shaken, the mariaalaikas from this nightmare, by doing so
the previous scene’s dream character is exposedhanproper plot begins. After a shooting
in a bar, during which he killed many of Bucho’'siméhe mariachi is badly wounded, but
saved by Carolina (Salma Hayek), the owner of akbsimoe. Like inEl Mariachi, he is
rescued by a woman, finds shelter at her place, emedtually falls in love with her, not
knowing that she was Bucho’s lover before. Althowplicitly understood as a parallel
storyline, Desperadodiffers from its predecessor by emphasising thatiemrelationship
between the female and male protagonist, which ioatas in a love scene that contains a

variety of camera shots, ranging from mid-shotmtmium close-ups to close-ups. The issue
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of mistaken identity manifests itself now in thder@f Navajas (Danny Trejo), the knife-
throwing assassin sent by Bucho’'s superiors to thk mariachi, but Bucho’'s men
erroneously kill Navajas. Realizing this mistaked aDarolina’s betrayal, Bucho sends his
hitmen to kill them both, but they escape. When ritegiachi has the opportunity to shoot
Bucho from the rooftop, he can see his face anddemg hesitates to shoot him,
incomprehensible for Carolina. Instead of killifgetman he was so long after, he reunites
with his old friends Campa (Carlos Gallardo, whayeld the leading role &l Mariachi) and
Quino (Albert Michel J.) for a final showdown wiBucho’s men during which many of the
hitmen, but also Campa and Quino, die. In the tlasti scene, which bears significant
resemblance to the penultimate sceneebMariachi, the couple arrives at Bucho's farm
where it is disclosed that Bucho and the mariachi larothers. Both of them had been
ignorant of that fact, the mariachi until he sawcBoi's face from the rooftop, and Bucho until
the mariachi’s arrival at the farm. The brothersnddwant to kill each other, but when Bucho
aims to shoot Carolina in revenge, the mariachs kils own brother. In the final scene, the
mariachi is shown walking along a desert road, w@arolina drives by and invites him to
join her. He throws away his guitar case full ohgubut quickly returns to pick it up again,
explaining “Just in case”, which can be understas@ foreshadowing of forthcoming events.
It was originally planned that Gallardo would resuthe role of the mariachi, but “after an
executive reshuffling at Sony/Columbia, he was tdihéit was no longer an option” (Macor
2010: 175), as the studio wanted to cast a famotes,asuch as Antonio Banderas. Though
not Mexican, but Spanish, Rodriguez was eventuatiyvinced by this choice, and
Desperadpnow budgeted at just over $7 million, could betsh Ciudad Acufia again. The
most audible difference in comparisonEbMariachi is the switch from Spanish to English
as the main film language, which occasionally festeange, in particular when two
characters, who apparently have Spanish as thelrantongue, talk in English, for example,
all the conversations between the mariachi and lidatoor between him and his criminal
brother Bucho. Inconsistencies in the logical mbtDesperadoconsidered a sequel tl
Mariachi are noticeable, too, especially Bucho’s questimabsponsibility for Carolina’s
death. However, this was intended by Rodriguez, didonot consideDesperadoa true
sequel, nor a remake in English, but somethingeitwben. This approach is visible in the
end, when the mariachi kills his own brother, afRddriguez] wanted the mariachi character
to kill somebody that would make himot want to kill anymore. | needed to end that
somehow” (Berg: 2002: 263).
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The third entry in theMexico Trilogy though more complex in characters, action, and
subplots, follows the same pattern of vengeandeays, and, in a slightly rudimentary form,
mistaken identitiesOnce upon a time in Mexics composed of many flashbacks, which
inform the audience of the mariachi’s fate of tlastpfew years. In these flashbacks, we see
how the mariachi and Carolina (Antonio Banderas &atina Hayek reprise their roles),
confront General Marquez (Gerardo Vigil), a mead dangerous guerrilla leader, in a bar,
where they kill him and his men, at least that isatvthey think. After some further
adventures together, they marry, have a daughtdrseem to live a quiet and happy life in a
Mexican village. However, Marquez did not die, dmuohts them down, kills Carolina and the
child, and leaves the mariachi lusting for vengeaagain. His cultural identity of masculinity
is shaped by his loss, and he becomes a hero ivilthge he lives in, appreciated by his
fellow villagers as a type of social bandit, congtde to the figure of Zorro:

Zorro's cultural identity is completely in line withis role as a model of resistance. As an
outlaw supportive of and admired by the oppresZedro belongs to the category of
“social bandits,” which includes “persons whom btvel and state regard as criminals, but

who...are considered by their people as heroesgavs, fighters for justice, perhaps even
leaders of liberation” (Hobsbawm 2000[1969], 2Qje(2001: 491)

Although these events are solely told via flashbattkey are frequently referred to by various
characters during the actual plot, which startwhe recruiting of the mariachi by CIA agent
Sheldon Sands (Johnny Depp). The mariachi shollldGkineral Marquez who is hired by
Mexican drug lord Armando Barillo (Willem Dafoe) kil the recently elected President of
Mexico (Pedro Armendariz Jr.). The mariachi shontt prevent the assassination of the
President of Mexico, which is scheduled for the dathe deathel Dia de los Muertgone

of the highest holidays in Mexico. On the contrdng, is supposed to wait until General
Marquez has accomplished his mission, and thesfgdtis revenge by killing the General.
Sand’s goal lays in replacing an honourable natitewder, who refuses to cooperate with
drug lords and the CIA, with a corrupt one chosgrhe CIA. The already familiar topic of
loss and vengeance is multiplied@mnce upon a time in Mexicas Sands, who is himself a
ruthless criminal only having his own profit in rdintries to use retired FBI agent Jorge
Ramirez (Rubén Blades). Years ago, Barillo had emed Ramirez’s partner, and Sands
adeptly plays with the latter’s feelings of angeture him out of retirement so that he would
kill Barillo. To monitor Barillo's move, Sands inalles the Mexican AFN officer Ajedrez
(Eva Mendes), with whom he has a secret love affeit knowing that Ajedrez is Barillo’s
daughter who actually spies on Sands and the ARiouWs other subplots enrich the dense

web of lies and betrayals @nce upon a time in Mexiceuch as Barillo’s deception by Billy
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Chambers (Mickey Rourke) and by Cucuy (Danny Trefoh the day of the death, the
mariachi arrives at the presidential palace pretentb be just a mariachi. He is accompanied
by two of his old friends in music and battle, Laze (Enrique Iglesias) and Fideo (Marco
Leonardi). He quickly realizes the decency of heently elected leader and therefore decides
to protect the president against any harm. MeamywBiarillo and Ajedrez capture Sands, and
drill out his eyes before setting him free as atioaary example and a stern warning to the
CIA to never interfere again in Mexican affairs.ti/the help of a little boy he met before,
Sands manages to kill his pursuers and arrives/lvaaiinded at the palace gates. At the end,
several showdowns conclude thkexico Trilogy Sands kills Ajedrez and survives, though
crippled as a blind man, whereas Barillo is killed Ramirez, and General Marquez by the
mariachi. The president is saved, and the mariaelits again along a dusty road, but this
time, though still carrying his guitar case full giins, he proudly wears the Mexican flag

around his neck, and continues his walk with asmil his face.

3) Questions of masculinity

The Mexico Trilogy in particularEl Mariachi, can be best described asnazclaof two
different genres, the so-called Mexicaarcotraficantefilm, one of the leading Mexican
police genres of theine fronterizo(border films), and the transnational action georehich
Berg (2002: 241) refers to as “warrior adventula'fi

Narratively,El Mariachi is in the tradition of a species of the transmati@dventure film

— the warrior adventure genre — rooted in the Wadgd Western, which has blossomed

because of a series of cinematic cross-pollinatibesveen Asia and Hollywood.

Principally, the genre includes Hong Kong’s kungtigmes, and Hollywood blockbuster
actioners. (Berg 2002: 242)

The protagonist of a warrior adventure film is aj@a man who is usually skilled in martial
arts and/or who possesses extraordinary physidiéd.dKde abides by a code of justice and
morality, which is often triggered by the loss ofreeone beloved or something vital to him.
This loss turns him into an avenging angel, whayeir by revenge, seeks comfort in
spirituality before the ultimate show-down with hisnemy. We can detect these
characteristics in all three films, althouDlesperadcandOnce upon a time in Mexighow a
stronger tendency towards warrior adventure filheniEl Mariachi. In a way,El Mariachi
narrates the beginning and the making of such a rafo by simultaneously questioning
standard concepts of masculinity. He is a musicraot, a martial arts specialist, and in
contrast to the other male characters in the filenhas neither a moustache nor distinctive
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male features, and offers a more hybrid perspectivenasculinity. He is in fact more of an
anti-macho. As Berg (1992: 107) succinctly puts it:
Machismois the name of the mutual agreement between thiéaqghal state and the
individual male in Mexico. Through it the individuacts out an implicit, socially
understood role el macho-which is empowered and supported by the state sTdie in

turn is made powerful by the male’s identificatiith and allegiance to it....More than a
cultural tradition, thenmachismas the ideological fuel driving Mexican society.”

El Mariachi redefines this assumption about manhood, as tlhe pnatagonist does not drink
or smoke (Mariachi: “My voice is my life”), nor ise interested in guns or fights, for which
he is ridiculed by both men and women. The bargend the first bar gives him a weird look
when he orders “un refresco”, as does Domind ugeoodering that he is not a violence
seeking criminal. Violence, therefore, becomes ‘dkéning factor in a specific construction
of hegemonic masculinity, while non-violence becemthe marker of a subordinate
masculinity that is marginalized and ridiculed” (ght 2010: 692). It is only in the
penultimate scene that the mariachi is considergdeaman in the eyes of others, and this is
because he takes a gun and shoots Moco. The usel@ice and the moral code of taking
revenge for the loss of a loved one, although iy imply the loss of one’s own life (when
the Mariachi shoots Moco, all of Moco’s men areuad and could have easily killed him
after the death of their leader), finally gains hiespect. As Tompkins already argued, it is
not significant “[...] whether a man is a sheriffam outlaw, a rustler or a rancher, a cattleman
or a sheepherder, a miner or a gambler. What rsadhat he be mari (Tompkins 1992:
17-18).

This change in masculinity is reflected by a riginbolism, for example the turtle and the
scorpion, and is strongly connected to the techleigiuvoice-overs. When the mariachi is
introduced inEl Mariachi, we see an ordinary musician coming along a Mexicad, and by
voice-over, he tells us that he is looking for waska mariachi in the next town. While telling
his story, a turtle comes his way and crosses titeets The turtle is of female gender in
Spanishja tortuga and possesses a rich mythology, which ranges breimg a creature of
both heaven and earth to one of possessing powé&male energies. The animal, as such, is
a type of hybrid creature, as its species can beddoth on land and in water and the aspect
of “crossing borders” becomes evident in this paftéir scene. The mariachi represents a
hybrid masculinity, a masculinity in motion whicbreesponds to the concept of a borderland
because “[gender], mapped on the mind, body, and, s[5 itself a borderland” (Castafieda
2003: xiii). In a metaphorical way, it equally mits the geopolitical boundary between

Mexico and the United States, that creates hylpadss. | will return to this point later.
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The symbol ofla tortuga underlines the anti-macho role of the mariachiicwistands in
clear contrast to the symbolism of hegemonic masitylat the end of the film, when the
mariachi straddles Domind’s motor-bike. He drives af town, carrying with him his lover’s
bulldog and Azul's guitar case full of guns, tefithe audience, again in a voice-over, of his
sad misfortune. Though not deliberately choosing ttiacho role, he has no other choice but
to succumb to it in order to survive, for thereraseno possibility to cross borders again. In
Desperado el mariachi is introduced via a voice-over tegue, too, but this time it is an
American stranger in a bar in Mexico who tells shery of “the biggest Mexican | have ever
seen.” This bar is populated by the most sterecfypgviexicans, in a negative sense, which
meet Berg’'s description of popular images of thexigen: dark, sweaty, unshaven face,
antisocial attitude; the “violent, criminal, genkygathological behaviour (he is a bundle of
hostility waiting to erupt)” (Berg 2002: 16). This highlighted by the stranger’s ironic
remarks about the clients of the “other bar”: “r&ak-lives..., not such high class acts like
here....)”. We then see Antonio Banderas in the oblthe avenging mariachi, who could not
be more different in comparison to the musiciarohee was. The opening credits, as such,
start after this first introduction, and we see thariachi singing in his dream sequence. In
one of the following scenes, he is on the dustyl ragain, walking towards another town. It
looks like an almost parallel scene compared to dhe in El Mariachi, as the male
protagonist, dressed in black, carries his guiémecand walks along the road. The difference
lays in the fact that we already know that, thisej he is not carrying a guitar, but plenty of
guns in his case. The turtle will not appear aghut,we spot a warning plate that shows a
scorpion, and we later discover that the back eftlariachi’'s black jacket depicts a scorpion.
A scorpion can mean boti scorpidnandel alacranin Spanish, and is of masculine gender,
reinforcing the idea of masculinity. Mythologicakpeaking, the scorpion is often associated
with protection, defence, deathly danger, and widif all characteristics linked to
masculinity, too. Nevertheless, the mariachi stilbws hybrid characteristics of masculinity
which are reflected in all three films. Firstly, &8l does not drink alcohol (he orders a soda
pop in DesperadcandOnce upon a time in Mexigosecondly, he cares for a little boy who
befriends him and whose life he will save at theé efDesperadpand thirdly, he lets himself
be seduced by Carolina and decides to share kisnvith her. Defence and protection are
idiosyncratic to the idea of a bulldog which ismésculine gender in Spanisél pulldog,
like dog €l perrog), but Domind’s dog does not live up to our expeote. It is a rather cute,
timid, sleepy, and harmless dog, which, also githen occasion, does not defend or attack

anybody. It is a symbol of masculine versatility.
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Masculinity and fatherhood are a crucial narratsteategy inDesperadoand, most
importantly, Once upon a time in Mexicavhich proves what Judith Franco (2008: 29)
suggests: “In contemporary cinema, the exploratbmasculinity is often associated with
fatherhood.” InDesperadothe mariachi meets a young boy who is used byihénployed
father to be actively involved in drug traffickinge quickly feels responsible for the innocent
boy and tries to keep him away from the drug sdapéeaching him how to play guitar.
Though not his biological father, he becomes emaliyg attached to the boy and even puts
the boy’s life before his quest for revenge: theiathi fights Bucho’s men in a showdown
during which the boy is accidentally shot. Aftevimg killed his adversaries, the mariachi is
supposed to go straight to Bucho for the final ebinbut instead he and Carolina bring the
boy to a hospital for immediate treatment. It idyahen that he can engage in the ultimate
confrontation which leads to the killing of Buchdack at the hospital, he assumes for one
last time his role as a father, figuratively speagkiand is only released from his duties when
the real father appears at the hospital. The irapo#d of being a father is even more strongly
emphasized i©Once upon a time in Mexicehen we learn that he became a loving husband
and father who now teaches his daughter how to thinguitar. In a Latin American context,
“[to] be recognized as a full adult, a man mustabfather [...]” (Collier 2005: 227). When
fatherhood is taken away from him by the brutal deurof his wife and daughter, he is
equally deprived of his masculinity, which need®éorestored via bloody revenge.

Another form of masculinity is related to disal@#, of which numerous examples can be
found in all three films. | argue that it is duette disabled body that masculinity can be
achieved in its highest sexual expressivity. Theachi was an ordinary man who questioned
standard ways of being male, but became the “bigidda” after the death of Domin6 and
the mutilation of his left hand. No longer ablepimperly play the guitar, he developed his
physical fighting and shooting skills as a resuitbeing partially crippled. His loss has
already been described as an important drivingnengehind his revenge, but it can also be
regarded as his gain, too, as his physical andaheh&inge render the mariachi a sexualized
object. This can be clearly detected in the podiray the male protagonist by Antonio
Banderas, and the way he is framediesperadoand Once upon a time in Mexicérom
extreme close-ups (the “eye”-scene in the beginrohgDesperadd to long shots (his
silhouette on the old church ruin when he playsginéar inOnce upon a time in Mexigdhe
is presented as a physically impressive man wisiemderlined by the way he walks, how he

is dressed, and how he fights. According to Confi€lb5: 53) “Masculine gender is (among
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other things) a certain feel to the skin, certausaular shapes and tensions, certain postures
and ways of moving, certain possibilities in sex.”

A similar case of sexualized masculinity due toitatibn occurs in the case of Sands, who
is casually dressed most of the time, includingculbus shorts and t-shirts with “CIA”-
printed on the front. But after being tortured aseprived of his eyes, his former rather
average appearance changes into an extraordinagufimaty. Dressed in a black and body
tight warrior suit, with black sunglasses covermg empty eye sockets, he suddenly becomes
a disabled, but dark vision of masculinity, simitarJohn Wayne’s imThe Wings of Eagles
“Wayne came to represent a dark vision of masaylit is here that he becomes the Cold
Warrior/empire builder who rejects femininity (...XMeeuf 2009: 92). Sands rejects
femininity in an even irrevocable way: while Ajedrénis ex-lover who betrayed him, gives
him a mocking kiss by asking: “Do you see anythyog like?”, he shoots her dead replying:
“No.”

The mutilated body as sexual attraction is alreadticeable inDesperadowhen the
mariachi, badly injured after a fight, is takenecaf by Carolina. Although this scene does
not dispense with comic amusement (Carolina is det@ly oblivious of how badly she
cleans his wounds, causing the mariachi even mairg,pt reflects on the male and mutilated
body as something sexually desirable. It is, tlweefnot surprising that it is Carolina who
finally seduces the mariachi which leads to theyontimate scene of th®lexican-Trilogy
All other scenes that show Carolina and the mariasta couple focus either on escape and
fighting, or on tender family-life, which eventualieads to contingency because “requiring a
‘hard’” masculinity as the standard when defendimg mation, yet insisting upon a ‘soft’
masculinity as the foundation of an orderly, resplole home life” (Cohan 1997: xii). Their
past “hard masculinity” catches up with them in tharacter of Marquez, who destroys their
family joy by taking advantage of this regainedftsoasculinity”.

One form of hegemonic masculinity is reflected hie use of the concept “el chingdn/la
chingada”, which is detectable in several Spanialogues inOnce upon a time in Mexictn
one scene, for example, Barillo receives pianoolessand is extremely upset when his piano
teacher tells him: “Entonces hay que practicar céenchingada”. As a consequence of this
comparison, an allusion tba Malinche colloquially known asLa Chingada the piano
teacher is killed. The symbol &fa Malinche the interpreter, advisor, and lover of Hernan
Cortés, who gave birth to one of the first Mestidosing the conquest of Mexico in the 16th
century, is of an ambiguous nature in Mexican calthistory. On the one hand, she betrayed

her own people by becoming the conqueror's mistragsl confident, contributing
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significantly to the Spanish conquest of the AZeapire. On the other hand, though, she did
not choose to be Cortés’s lover because she waredfto him as a slave and raped, and it
was due to her interpreting skills that Cortés alale to negotiate and to reduce the slaughter.
She therefore represents the open wound of Mexiab évery male, according to Octavio
Paz’sEl laberinto de la soledadhas to avoid:
The macho’s sense of self is founded on the désirbodily integrity; all threats to this
closed, ‘intact’ or hermetic state, to use Pazimge are repelled (31). The violence of
colonial invasion of the people and the land isravitten in sexual terms. Penetration
enacts a feminisation that macho bodies must awéd. sees this dynamic as deeply
impressed in the Mexican psyche, and formativaesofénse of the national. The macho is

chingon the one who wounds and penetrates. His aggreesigeassures he is not open
(77). (Lewis 2009: 199)

La Malinche’sambivalence remains one of Mexico’s unique charattcs and is frequently
addressed in literature, music, film, and many otétural productions:
“What is clear is that for many contemporary Chiwanwriters (male and female)
Malinche functions as a multivalent sign of theiultiple loyalties — the need fdyoth
fidelity and betrayal — as cultural translators whast mediate between the U.S. and

Mexico, the written and the oral, English and Sgphnia dominant discourse and a
“minority” one.” (Cutter 2010: 1)

What follows is a clear American-Mexican dichotonoy binary oppositions, such as
oppression/submission, strength/weakness, wealterno exploitation/suffering,
masculine/feminine, and master/servant. In Roddgudexico Trilogy allusion toLa
Malincheand the inherent hegemonic dependency betweedriited States and Mexico are
manifested in the portrayal of the Mexican womarovid rendered an object of desire by
symbolising the conflicts within the American-Meait dichotomy because “she illustrates
the tensions and breaks within the prevailing damider of the border” (Sugg 2001: 122). In
El Mariachi, the Mexican woman Dominé is the object of desiréghe American drug lord
Mauricio, nicknamed Moco, which means “snot” in Esig Moco has provided a living for
Domind by giving her property, a bar, a flat, a arbtke, etc. Although it becomes evident
that their “relationship” has cooled down (in salexcenes, Moco is seen with an all-obedient
lover who fulfils the position of both a servandaa lover), he still considers Dominé as his
property, and “[in] the context of colonialism, peyty is acquired by enterprising civilizers
who make valid use of what savages have supposedlgcted” (Wickstrom 2005: 176). He
“‘owns” her and claims his pseudo-contractual rightscalling her on the phone, demanding
that she comes to see him straight away. Whenefhees, he suspects that his powers over
her are fading away, which is explicitly confirmgdthe penultimate scene, in which Azul

takes Domin6 hostage. Realizing that Domin6 capesahother Mexican, the mariachi, the
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American Kills his former lover. Allegorically spaag, Domind represents one type lad
Malinche the Mexican lover of a white Conqueror. Howevistead of continuing the
interracial relationship of hegemonic dependencyl drybridity, DominG betrays the
oppressor by falling in love with the mariachi, oo&é her own people, which can be
considered a return to her cultural roots. It is teath, as a consequence, that triggers the
mariachi’'s lust for vengeance. Dominé must die rideo to enable the mariachi to stand up
against the dominant drug lord, to kill him, andcteange the rules of this hegemonic game.
Indeed, she lives up to her name Domino, who kelinto the famous tile game, originally
deriving from the Latin word “dominus” (“lord” ormaster”). By helping the mariachi, she
provokes a domino effect that finally leads to kilkng of the American oppressor Moco. In
Once upon a time in Mexica similar reference to games is detectable imtme Ajedrez.
Marquez’s secret daughter is CIA agent Sands’ ¢lojfedesire that he believes he controls. In
one scene, he is consequently irritated when leodiss that she has changed the lock to her
flat in order to keep him out. That notwithstandihg confides in her as he is the important
CIA agent and she is just a Mexican police offiadro, according to his worldview, must
love him. This train of thought proves wrong, assiher who betrays him and who plays a
false game until checkmate. Although Carolina hasen been the sexual object of an
American “conqueror” before falling in love withDésperadd and then marrying the
mariachi ©Once upon a time in Mexifothe pattern of betrayal remains the same. In
Desperado she was Bucho’s former lover and betrayed himtlier mariachi, whereas she
used to be with Marquez i®nce upon a time in Mexicdoefore “putting a bullet into his
heart”. Despite the fact that Bucho and Marquez\veggicans, Carolina’s betrayal can still be
understood as a rejection of American imperialisoause both men are linked to American
oppression: Bucho, because he works for Moco, aadji¥ez, because he is supported by the
CIA to overthrow and to Kill the President of MexicEtymologically speaking, the name
“Carolina” already implies colonialism, as can leers in the Online Etymology Dictionary:
“1663, N. Amer. colony named for King Charles " cf

http://www.etymonline.com/index.php?term=Carolinaccessed 11.3.2012). Nevertheless,

her name implies the idea of freedom, too, andrbgction of Bucho and Marquez is a
symbol of freedom and of the affirmation mexicanidad Thus, the symbol dfa Malinche

in this particular context, needs to be newly ipteted, as she is not, as Jean Franco puts it,
“the root of all trouble” (1989: 131-132), but raththe nation: “In Mexican cinema the
woman’s body (through motherhood or prostitutior/sed violence) constitutes the site

where “the nation” is articulated” (Acevedo-Mufic202: 40).
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Another important group of masculinities combinégrminate masculinity with female
masculinity, and plays a pivotal role as an antitiaé construct in théMexico Trilogy With
effeminate masculinity, | mean the female presusteceotypes, such as obeying, masochist,
narcissist, passive, weak, physically inferior, @thbecome the determining and dominating
characteristics within a man. Female masculinthpugh, incorporates the traditionally male
considered characteristics, such as physicallyngtractive, demanding, sadistic, in charge,
etc. (cf. Halberstam 1998). The character of Chas)lder example, shows multiple signs of
an effeminate masculinity, as he is portrayed asrg complex personality, carrying his little
dog with him at all times, which contributes to laisti-macho appearance. This stands in
clear contradiction to the brutal murders he idédrto commit, e.g. the strangulation of
Cucuy. However, this apparent antithesis is weatkdryethe fact that Chambers commits his
crimes under pressure because he works for Baailfact that is very much despised by this
multi-faceted minor character. He is a passiveiasist who suffers from both being away
from the United States and from being obliged taknor Barillo in Mexico. A reluctant
masochist, Chambers endures daily humiliations layillB, including assignments for
atrocious crimes, and on top of it, he has to segghis growing homesickness, too. It is not
explicitly mentioned as to whether he is gay or, nehich offers even more possible
interpretations as far as his male portrayal isceaomed. Passivity, masochism and narcissism
are the main specifics of this type of effeminatasoulinity, which can be found in many
characters of th#exico Trilogy starting with Moco and his men i#l Mariachi. In all scenes
with Moco, he is shown to possess an impeccable,stjways dressed in an elegant white
suite, which underlines his “whiteness” in contri@sthe dark skinned Mexicans around him.
His vanity and narcissist egocentrism is furthempkasised in one scene where his lover
carefully manicures Mocos’s hands. Being a satistakes particular pleasure in lighting his
cigar by scratching a match under the ear of onkisosimost important hitmen. The hitmen
themselves can also be considered reluctant masschs they allow Moco to do whatever
pleases him. This passivity, in the end, guaranteesnariachi’'s survival: when he aims for
the gun in order to kill Moco, there would have mesifficiently enough time for Moco’s
men to kill him, but they do not, on the contrattyey physically distance themselves from
their leader and let him be shot by the mariacem&le masculinities are a constant leitmotiv
recognizable already at the beginning=bMariachi, where a woman holds the position of a
corrupt prison officer, not to mention Azul’s logeknow how to handle a gun. Desperado
Bucho feels out of control when he cannot find thariachi. Killing his own men in

frustration, he orders his lover to take controthed house because someone competent needs
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to do that. This type of narrating the “inadequatal incompetently masculine male” can be
understood as “another way of being male that tsdependent on traditional notions of the
masculine” (Buchbinder 2008: 234). But the mainnpaif this scene is that Bucho regards a
woman as more valuable, more masculine, more aatieecompetent to get a job done in
contrast to his hitmen. I®nce upon a time in Mexicthis aspect is extended in the character
of Ajedrez who is physically strong, powerful, amsadistic. As for the main female
protagonists, it is above all Carolina who is cowing with her new physical powers and
combat fighting skills inOnce upon a time in Mexicand her active seduction of the
mariachi inDesperado Domind may appear less masculine in that sengeshe effectively
threatens the mariachi with her knife by almost sen&ating him. Her strength is not based
on domination, but on taking responsibility for twavn life, which, according to hooks, can
be considered more a “partnership model” than afidator model”:

Feminist masculinity presupposes that it is endiegimales to be to have value, that they

do not have to “do”, to “perform”, to be affirmeddloved. Rather than defining strength

as “power over”, feminist masculinity defines sgénas one’s capacity to be responsible
for self and others.” (hooks 2004: 117)

At the end ofEl Mariachi, it is her knife that he takes with him becauseiit always remind
him of her.

4) Conclusion

Multiple masculinities are detectable in thexico-Trilogy and many of these undergo
significant changes leading to a plurality of mdsuties by unveiling their hybridity. Most of
the characters, as has been demonstrated, bedn feacthemselves, a variety of
masculinities, whether it is effeminate masculiraitgmbined with violent masculinity in the
characters of Chambers and Lorenzo, or female rhagguin contrast to hegemonic
masculinity, both combined in the character of Gago With reference to Cohan and Hark
(1995), who have already criticised traditionalumsptions on masculinity, such as activity
and sadism, which, nevertheless, are very visibktheéMexico Trilogy the concept of hybrid
masculinities opens the gates for a broader paorept the male. As Fouz-Hernandez (2007:
12) points out, “[a] more critical masculine pagdiwill necessarily have to consider men as
spectacle-driven, exhibitionist, masochist, pasaiveé narcissist; it will have to consider their
masquerade and their bodies.” This has been dvideall three films, starting wittel
Mariachi, where masochism, passivity and narcissism arerémt in the characters of Moco

(narcissism) and his men (passivity and masochistheir unbalanced relationship to Moco).
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In Desperadothe spectacle-driven element is visible in thewallown when the mariachi is
fighting Bucho’s men together with Campa and Quantg, as already discussed in section 2,
the character of Chambers implies narcissist, pasand masochist features@mce upon a
time in Mexico None of the characters of tMexico Trilogyis, in the field of masculinity,
unilaterally structured, on the contrary, many ¢tagping types of masculinity are inherent in
one and the same person. As Carpenter (2010: 669¢s

The non-static nature of hegemonic masculinity sstga parallel with another culturally

fluid phenomenon, transculturation, which is aina¢athallenging and changing existing

static cultural dichotomies. Hegemonic masculirdtyd transculturation incorporate a

variety of manifestations of internal and exterimkractions and are characterized as
processes rather than unchanging states.”

Hegemonic masculinity manifests itself not only the external level of men’s dominance
over women (Moco-Domind, Bucho/Marquez-Carolina)t Is clearly embedded socially as
one group of men ascends over all other men (Cahdruglords-decent people, CIA-AFN,
Americans-Mexicans). Masculinity, consequentlyaisocially related concept that “[...] is
not just an idea in the head, or a personal ideritiis also extended in the world, merged in
organized social relations. To understand masdwlhistorically, we must study changes in
those social relations” (Connell 1995: 29). Thesgeia relations are defined by their group
belonging and are built on “social representatige$”Hinton 2000: 179) and the “fictive we
of the nation” (cf. Stam/Shohat 2009: 475), whishhighlighted via the questioning of
hegemonic masculinities and the introduction of rid/bmasculinities. As my analysis of
gender-coded symbols (e.g,: la tortuga, el escojpaind cultural allusions (el chingon/la
chingada) has proved, masculinities need to berddaated from their local and linguistic
contexts in order to reveal both their hegemonid &gbrid masculinities. A universal
masculinity does not exist, because “[passing] mlasty [...] off as universal and eternal not
only naturalizes and essentializes gender differdnd also conceals important relations of
domination and power” (Eleftheriotis 1995: 237).iSThs particularly emphasised in the
character of Sands in relation to Hispanic cultig.shooting a torero during @orrida,
Sands, who has already developed the habit ofngilthe local cooks after lunch, has
demonstrated his powerful masculinity based ondikeespect of local traditions and on his
white superiority. This is of particular intereas the bullfight, by definition, incorporates the
game of power and dominance. Dominating and detextinig this fight, this Hispanic
tradition, from an outside position, symbolizes tiegemonic relationship between the United
States and Mexico. The most evident allusion to Acae interference in local and national

affairs of Mexico is given by Sands himself aftbe ttorero’s collapse: “I am creating a
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balance.” As my analysis of tiexico Trilogyhas shown, masculine images of Latinos and
Anglos, to use Berg'’s terminology (Berg 2002: 2i9ed to be considered in their social and
historical context, because they belong to theadisse on Otherness in Mexico and in the
United States. The stereotype of the macho is difgrent in an Anglo context than it is in a
Latin-American, and especially Mexican context,dese

[macho] is also the quintessential virile imagethsd post-revolutionary Mexican nation,

embodied by theharro (cattle rancher), an image widely circulated tigtotilm, popular

music ancheras mariach), performance, sports (rodeo, equestrian), th@hjtaarts

(Jesus de la Helguera’'s famously illustrated caesdor example), and literature.” (de la
Mora 2006: 23)

It is pivotal to pay attention to the fact, thabé&yond] their existence as mental constructs or
film images, stereotypes are part of a social cwat®n that reveals the mainstream’s
attitudes about Others” (Berg 2002: 19). | showed lthe physical change of the mariachi
from El Mariachi to Desperadp and Sands’s changed appearanc®mte upon a time in
Mexicq contribute to new discourses on the male bodydsabilities, skin and sex appeal.
But it is in the mariachi’s body, in particularathwe observe a Mexican symbol of resistance
against American oppression. As Pérez-Tor2e8d; 542) remarks

Through themestizobody, power — in terms of cultural capital, inntsrof social control,

in terms of political agency — crosses with eversgnt discourses creating and delimiting

identity. Racial identity, sexual activity, gendirmation, class affiliation, linguistic

ability, economic mobility, national citizenship,nc political engagement are all

delineated by the bodies that move through theiwaowks of signification. These
discourses are instrumental in ensuring that p@sts distributed and imposed unequally.

Disabled by an Anglo, deprived of his family by @mpt Mexican working for the CIA, the
mariachi stands up against the established ordepliical hegemony which is symbolised
via hegemonic masculinities. Whild Mariachi andDesperadaquestion post-colonial issues
rather symbolically and less explicitince upon a time in Mexiateals with political issues
in the main plot: the planned assassination ofninely elected President of Mexico by the
American CIA together with Mexican drug lords. Bavsg the President and taking revenge
on Marquez, the mariachi is free again, thus heedom is an allegory of Mexican
independence. He no longer is a father, neithensdodnd, but he will always be the son of
Mexico, as he declares while rescuing the Presid8ot un hijo de México.”
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The Cinematic Cholo in Havoc

Prof. Dr. Richard Mora
(Occidental College/ United States of America)

1) Preliminary remarks

For over a century now, ‘the motion-picture indydtr..] has functioned as the primary
transmitter of racist Latino/a images’ (Castro 2086). The cholo, or Chicano gang
member, is a prevalent archetypal figure used fctidlexican and Mexican American
men and youth on the screkiThe ‘inarticulate, violent, and pathologically dgmous
“bandidos™ of the silent film era have been trasfied into the cholo (Berg 2002: 69).
As the reel descendent of the Mexican bandido,cti@o is of questionable character,
with few redeeming qualities. Like his predeces#uog,cinematic cholo is an abject being
(Mora 2011).

In this text, | would like to comment on the rolethe cinematic cholo as an abject
being within the flmHavoc (Kopple 2005). In the film, a group of White higiechool
students from the Pacific Palisades, a beach ftfisttict of Los Angeles cross paths with
the stereotypical cholo in a barrio approximatedynZiles away. In an earlier work (Mora
2011), I identified the cholo charactersHavocas stereotypes. | documented how cholo
characters were being depicted by considering tpesition within the overall film
narratives; how they interacted amongst themselvew; they interacted with non-cholo
characters; and how cholo characters approach&dativa cholo identities. Stereotyped
characters, reduced to a few distinctive traitsnhdbdevelop as the film progresses; rather
they are embedded in the narrative in predictaldgswAs a result, they stand in sharp
contrast to ‘the novelist character, defined byutiplicity of traits that are only gradually
revealed to us through the course of the narragéivegrrative which is hinged on growth or
development of the character’ (Dyer 2008: 247).1Asgue below, irHavog the cholo

serves as the deviant other, whose personalitychadhcter is stunted by neighborhood

! The meaning of cholo has changed over the yeats;ityras always referred to abjected individuals.

Centuries ago, in Spanish California, it was usedaasocial class label for Mestizos and Indians “in

transition from one culture to another and somewtmatginal to both” (Vigil 1998: 133). Over time,alb

has come to be synonymous with Mexican American atiér Latino gang members, mostly in the

Southwest. Los Angeles Police Department (LAPDjcefs have employed the term cholo as an epithet
referencing Mexican and Chicano youth (Indepen@orhmission on the Los Angeles Police Department
1991: 71-73).
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pathologies, and stands in contrast to the richjt&Wouth for whom deviancy is an
adolescent rite of passage, not a final destination

2) First impressions
Havoc opens with the sound of seagulls and a black scapel then we see Allison, a
White young woman wearing thin gold hoop earringsned in the view find of a video
camera. Swaying her head side to side and in adarcsassy tone, she speaks to the
camera:
Allison: So you want to know about us? 'Bout kids from Badisades? [Leans her face
into camera shot] That's easy, right? Our parertsead to the ocean...and built walls
facing the other way. They...send us to privateogkhThey hire rent-a-cops with
uniforms...and make them drive around in little d~&scorts, see? This sends a powerful

message. There’s us and there’s them...insideittle and out. We live very sheltered
lives.

This monologue—composed of the first words the @uck hears—introduces the issue of
class and racial divide. Private security forcesd amalls impose ‘a variant of
neighborhood ‘passport control’ on outsiders,” jgatarly on those profiled as deviant
(Davis 1990: 246). The opening credits appear avanot of the Los Angeles skyline. As
the credits continue, we see an aerial shot thaemacross Los Angeles, to the east and
then to the west, showing Palisades High Schoodepimg over the Santa Monica pier,
and ending at a seaside parking lot. Then, we deso@ once again framed in the shot of
a video camera and directing the following comménis:

Allison: So we dress gangsta. We talk shit. So what®ut'dhing. [Slides off the hood

of an older model Impala] See, basically, the thmgemember...is that... well, none of

it really matters. We're just teenagers, and wained. We are totally... [purposefully

backs her buttocks into Toby's crotch as she ggrated he responds by gyrating along
with her, thrusting his crotch into her]...fuckinhared.

As the film progresses, it becomes clear that eoytio Allison’s assessment adopting the
‘gangsta’ persona does matter, as it has lifeinfjazonsequences for Allison and some of
her friends. The videographer, Eric, turns his lent® Toby, Allison’s boyfriend. He is
wearing the trappings of the commercially-consedogangsta look—an ENYCE jacket
over a white muscle shirt, three silver (or whit@ldy chains, one with a dollar sign
medallion. In response to a question, Toby rejasacial and class privileges, with no
recognition that the act of rejecting identity tseilf a privilege or of how ironic his

response is given that the dollar sign medallia@uad his neck is not aspirational:
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Eric: ‘How long have you identified with gangsta cué@r

Toby: ‘I mean | hate fucking...rich-ass White cultughit’'s fucking wack (lame). You
know?’ [Allison is in the background drinking from 400z beer bottle, a signifier of
urban, street culture]

Eric continues his questioning, and Sam, one ofy'Boblose friends who is wearing a
large newspaper boy’s hat, oversized button down ahd black headphones around the
neck, joins the conversation, interjects. Withtatte and bravado, Sam attempts to reject
the wigger label that is used, more often than distainfully, to describe White
individuals who emulate Black people and embradeial practices they perceive to be

representative of Black individuals:

Eric: So, are you guys just wiggers, trying to borroant the Blacks?

Sam: Nah, the whole world jocks (imitates/steals),rsorit's, like, all the good shit came
from Black people.

Eric: Do you like anything White?

Toby: Yeah. Yeah, like my skinny White ass, player.

Sam and his friends, however, are playing with eaesttypical identity they ascribe to
urban, working poor Blacks, individuals among theeMm’ residing outside the walls of
their families’ gate communities; a stereotypicdéntity that reinforces the culture of
poverty argument used by conservatives, which argbat poor Black men embrace a
culture that promotes deviant behavior. The youreg’'sipresentation of self—their attire
and use of vernacular (e.g. use of words such ak,Wacks, dawg, nigga, etc.)—borrows
from Hip Hop culture, and in doing so exotifies &teculture. As Roediger explains, ‘In
the case of wiggers, ...the tendency toward essemmtiglviews of Black culture as male,
hard, sexual, and violent are likely more pronodnttean was the case in earlier while
attraction of rhythm and blues and to soul’ (19883). This contemporary appropriation
of Black culture is ‘a performance, one that allowbkites to contain their fears and
animosities toward Blacks through rituals...of adordt(Yousman 2003: 369).

Toby interrupts the interview when a White youngnni@anging out by another group
of cars flips him off. Toby rounds up his male drchale friends and they walk toward
the young man and his male and female friends.tWbegroups of youth are framed in a
panoramic camera shot walking to the center ofrdmae. Toby and his friends are called
‘little rich bitches,” more insulting words get dxanged. A fight ensues between the two
groups after Toby punches the young man that ftigpen off, and who he suspects keyed
his car. The camera keys in on Toby slamming thenganan’s head into the ground and
Allison fighting a girl. The camera’s focus on Tobgd the following reveal that Toby’s
masculine performativity is the hegemonic masctyjnior ‘the leading form of
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masculinity on show,” which ‘is able to regulatedght and action by being able to define
what is the norm,” in his social world (Swain 20@®®%). Police sirens are, then, heard.
Everyone involved in the melee scatters. Toby,salt, Sam, and Sam’s girlfriend, Emily,
drive off in Toby’'s 1966 powder blue, convertiblmgala, a car that is popular among
Black and Latino gang members in Southern Calitorand some rap stars. As they
escape, all for of them have their hands in a cateby fashion, signaling the bond that
exists between them friends and members of thdisdeles gang, ‘P.L.C.’, the full name
of which is never revealed.

The next time we see Toby, Allison, Sam, and Enmilthe Impala is in a scene when
they are driving around wondering where to go dadng that their gang, P.L.C., is ‘in
full effect.” After ruling out the idea of going tbélollywood Boulevard and shooting
tourists with paintball guns, Toby decides: ‘Wegienna hit up (go to) that ghetto. We
headin’ east. We holdin’ it down on these stresigga!” Sam responds excitedly, ‘jHola,
cabron! We coming for you!” Taken together, Tobgitsd Sam’s comments indicate their
equating ghetto with east, and east with Spanislispg others. Consequently, their
excitement is about traveling to the barrios ot&de of Los Angeles, which is populated
mostly by Latinos of Mexican descent. As they ttaaast, the streets look grimier, with
people doing drugs out in the open, prostitutes abrner, and gang members idling
around. They point it all out, as if on safari, ighalso verbally acknowledging they are in
a geographic area that is alien to them. All thdeylve hear The Luniz’ song, ‘1 Got 5 on
it,” which foreshadows the drug transaction thdt soon take place.

Toby turns onto a dark street and pulls up nex Black man on a pay phone and a
group of cholo standing near him. The Black maleenspeaks, nor does he interact with
the cholos or with Toby and his crew. He is a pathe barrio scenery, one that does not
signify barrio. Yet, he is a signifier letting treudience know that White youth have
reached ‘the ghetto’ they sought; that the bardan be read as the stereotypical ghetto,
making the cholo comparable to the Black gangdibrs regularly equate with urban
ghettoes. As Denzin explains, while detailing tleeroduction of racial stereotypes in
Hollywood cinema, the ‘cinematic version of the ighoorder situates race in ... the
barrio,” where White viewers are confronted by ‘thgbaltern, youthful other’ (2005:
473).

2 Holding it down = in control of situation and/achtion
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3) Reconfirmation of the binary construct

Admittedly, the hypermasculinity Hector, the proemt cinematic cholo irHavog
displays with his behavior and words is an aggvessiariant of the ‘dominant U.S.
masculinity [which] invites men to attack weakn@ssthers and ridicule those already
shamed’ in order to enhance their masculine stahgs acquire the social power that
accompanies it (Gardiner 2000: 1259). However, tk&ereotypical cholo’s
hypermasculinity embodies the unthinkable in broadeiety and thus lacks subjectivity
and exists outside of the symbolic and social ard&risteva 1982). As a castoff, any
abject embodies an identity that is beyond the datias of the social. It serves as the not-
| against which subjects construct their variousnidies and define their subjectivities
(Butler 1998; Kristeva 1982). In the case of thelohhe is turned into the abject because
his existence and nature offends the imaginaryiafized sociality. He is an abject
persona that represents ‘the abject specter ofaBbigangs,” which many want expelled
from society (De Genova 2008: 127). In the end,dlhematic cholo is the not-I used to
contrast the growth and civility expected of rishthite youth, and the barrio in which
they reside represents the unknown urban perilsnsigahich the dominant discourse
often contrasts the archetypal serene suburbs @by White middle-class families—a
discursive binary that allows suburbanites to peecthemselves as law-abiding, peaceful
individuals. As Butler states:
The abject designates ... precisely those ‘unlivablel ‘uninhabitable’ zones of social
life which are nevertheless densely populated bgetwho do not enjoy the status of the
subject. ... This zone of uninhabitability will coitste the defining limit of the subject’s
domain; it will constitute that site of dreadedntiéication against which—and by virtue

of which—the domain of the subject will circumseilts own claim to autonomy and to
life. (1998: 368)

Allison’s highlights this binary when, after getjirillison of jail, her father demands to
know why Allison would even to ‘downtown’ and haagt with ‘crack dealers.’

Similarly explicit in its dichotomy and patterns @%clusion are the final scenes when
the film fades from black to a aerial shot showMgArthur Park and the skyline of Los
Angeles, which serves as a reminder of the fealisdél@as’ parents had about their
children venturing to ‘downtown’. Allison once agapeaks directly into the camera, but
this time without any attitude or bravado. Sheadanger playing with identity, no longer
‘buying into’ the ‘gangsta’ persona. She states:

Allison: | don’t know. Shit. | mean, I'm a... kid, basigalwith good S.A.T. scores. But
you can waste a lot of time buying into stuff litket...crying over some shit you think's

important...for, like, two seconds. | mean, if ygine us a moment of... connection...one
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true moment...and it's, like, suddenly...we knovemthing in the world. And that's us.
That's all there is to us. So, um...is that a wrap?

Allison seems to recognize that she was foolish Believing that the ‘moment of
connection’ she had with Hector, when he askedghatbe his eyes, was genuine and not
just him trying to charm her. In addition, she sedm know that she was naive for not
believing that Palisades parents were right in diog walls and policing their
neighborhood; right in safeguarding their childfesm those outside their circle, namely
the cholos who wreaked havoc in her life and tlesliof her rich, White friends. In fact,
she has accepted the simple, less exciting lifa dfid...with good scores’ who can
become a contributing member of society.

In this sense, she ultimately confirige static representation of the cholodHiavoc
and stresses that Hector and his homeboys arengatiore than stereotypes. By the end
of the film, the brown, abject cholos have compietevealed their deviant, hypersexual,
dangerous, or debaucherous nature. White Allisonthe other hand, evolves and her
subjectivity is highlighted by the fact that shen@nd has stopped experimenting with the
deviant behavior she once found enticing. The difteportrayals serve to reiterate raced

and classes discourses.
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Language, Space and the Evolving Chicano Family iNava’'s My Family

Dr. Gabrielle Carty
(Dublin City University, Dublin, Ireland)

1) Preliminary remarks

My Family (1995) is a film directed by Chicano director Grggdlava. It was written by
Nava and his wife, Anna Thomas, and produced bynm&sd The film depicts three
generations of a Chicano family living in East LAsgeles and is set in three separate time
periods — the 1920s/ 1930s, the late 1950s and986s. The main characters are played by
Latino actors from a variety of backgrounds andegithe temporal shifts in the film, most of
the family members are played by several actorsofting to Rosa Linda Fregoso, Chicano
cinema “concerns the emergence of a film culbyeaboutandfor Chicanas and Chicanos”
(original emphasis, 1993, xi¢)Although few Chicano films will be all of theseirgs at
once,My Family arguable fulfils all three criteria — ‘by’, ‘abouéind ‘for’ — even if there is
some disagreement concerning the extent to whishfiir’ Chicanas/os. The film is part of a
larger body of films, increasingly made by Latinbnimakers, that have addressed Latino
relations in the United States and ethnic and redigelations along the United States-
Mexican border as well as attempted the difficadkt of reaching both minority and dominant
audiences (Marambio and Tew 2006: 476).

Clearly, unless Chicano cinema is intended as asertisn of difference aimed
exclusively at Chicanas/os, it needs to addresasabhalidience (minority and dominant). This
leads to complex, competing impulses that refleetwider issue of

whether (or how far) the politics of Chicano idéngntail a bid for Mexican American

inclusion in ‘the American dream,” or converselyradical rejection of its premises
(Jankowski quoted in Belgrad 2004: 249).

Belgrad believes that, in cultural terms, the is@nary impulse translates into a celebration
of cultural hybridity that rejects older assimitatist models as well as left-leaning discourse
that emphasizes the historical asymmetries andalsaogqualities that give meaning to

cultural difference in favour of a border-zone whatentities mix and enrich one another.
Nonetheless, as Shohat and Stam point out (1994a4®lebration of synthesis and hybridity

! Anna Thomas was born in Germany to a Polish fammild moved to the United States as a small chilthé
Thomas Tribute Blogspot 2009). Various producemniean board to help complete the project, including
Francis Ford Coppola.
2 Essentially, this is the position outlined in avfethe first articles to argue for a Chicano comtieema and
the possibility of Chicano self-representation,ofa€. Johansen’'s 1979 ‘Notes on Chicano Cinema9Z19
[1979]).
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per serisks endorsing théait accompliof colonial violence: in other words historically

hybridity is power-laden and asymmetrical. Pregidecause of the unequal power relations
involved, assimilation can frequently be viewedt@mason and accessibility as capitulation
provoking members of minority groups to insist ¢rit ‘otherness’. Consequently, much
contemporary Chicano cultural production can be seecultural negotiation with conflicting

impulses towards ‘inclusion’ and ‘otherness’ simokously present (Ybarra-Frausto 1991:
147- 48). Through an analysis of its use of langudts representation of space and its
representation of family, this article examines hdMy Family negotiates these tensions

between accessibility and inaccessibility.

2) Code-switching inMy Family

As Shohat and Stam note (1994: 191), languagesaaeat symbols of collective identity and
as such frequently mark the boundaries of natiandl cultural differences. In the abstract,
languages do not exist in hierarchies of value ibulived experience languages, in fact,
operate within hierarchies of power (Shohat/Sta®41991). Code-switching, which can be
defined as “the alternate use of two languageguistic varieties within the same utterance
or during the same conversation” (Hoffmann 1991)1is one response to such hierarchies
since it involves retaining use of the vernaculad séhe associated affirmation of identity,
alongside gaining command of the dominant languagy@ survival strategy. As both the
narrator’'s voice-over and the dialogueMy Family employ linguistic code-switching, it is
worth examining how and to what effect this stratesgused in the film.

The film as a whole is a visual representation afriten memoir by the eldest brother of
the Sanchez family, Paco. Based on the sheet @ sgen in his typewriter, we can take it
that Paco’s ‘book’ is written primarily in Engliskepnsistent with the use of English as the
dominant code by most Latina/o writers (Torres 207). This leaves open the question of
whether or not his parents, José and Maria cannblerstood to have spoken mainly in
English — for instance, to help their children te&nglish — only switching to Spanish from
time to time, or whether they in fact would haveolggn mainly Spanish and the use of
English interspersed with Spanish words and phrasd?aco’s strategy to convey to his
‘readers’ the linguistic world in which his paretitged. In the case of the second and third
generations of the family, the use of English aparfish can be seen as a reflection of the
linguistic reality of bilingual code-switching byany Chicanos and Latinos. The forms code-

switching takes are both intersentential (differeehtences within the same conversation
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spoken in different languages) and intrasenterfsalitching between languages within a
single sentence). Both intersentential and inti&seial code-switching are used in this film
albeit they have somewhat different functions. rsgatential switching is relatively
redundant (i.e. it is usually used to ‘repeat’ 8ganish meaning in the English dialogue and
vice versg, while intrasentential switching relates mairdyeixpressive functions and includes
terms of affectiondarnal/a, hermano/a, hijo, mijo, vateic.), friendly exhortationsafdale,
apurate etc.), insultsguto, cabrén, pendejand, to a lesser extent, words and phrases used
to refer to law enforcement institutions and agesdia pinta, la Migra, la placa)and to
Anglo culture pinchg. One example is the confrontation between JodéCdnucho with José
saying that “I didn’t raise my children to Isnverguienzas’..and Chucho shouting back
“Fuck la dignidad.Fuck your struggle...”, when intrasentential codetsiwing signals their
extreme anger.

Overall, the use of code-switching draws attentiorthose segments of the population
living between cultures and languages and strebsefact that the Spanish language is an
intrinsic part of Latina/o life and, therefore, thle multilingual reality of the U.S. Although
using Spanish can be considered a political aat €iample during the proliferation of
English-only laws in the U.S.; Torres 2007: 92),any analysis of accessibility versus
inaccessibility it is also useful to examihew Spanish is incorporated into the dialogue. A
number of the points raised by Lourdes Torres in discussion of Latino literature are
relevant to language use iy Family, since she contends that most of the Spanish insed
Latina/o fiction is easily understood by a monoliaf speaker of English and is in fact
included with this monolingual reader in mind (200/@). In Chicano literature, code-
switching is achieved by using Spanish words whaosaning is obvious from the context
(e.g. foods and place names) and words familiartdudeir circulation in popular culture
(e.g. the Spanish words for members of the famigflout any translation, as well as the use
of Spanish words in the text followed by an Englistnslation. The film really only uses the
first two strategies and rarely provides directlarptions for words (one of the few examples
of an English-language explanation involves thee8aivord Cihuateted. In the main,My
Family employs strategies of redundancy (e.g. by usinghiSpawords whose meaning is
obvious from the context or, as mentioned earfigpetition of content) and explication (see
the subtitling of the scene when José first arrimels.A. and of the scenes set in Mexico). As
in the case of the Chicano literature discusseddiyes, such strategies allow monolingual
speakers of English easy access to the film. Degp& potentially positive aspects of this

approach — reaching a wider audience — an altematalysis is that these strategies permit
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“the reader [viewer] to sense that s/he is entetimg linguistic world of the bilingual

Latino/as without having to make any effort” (T@r2007: 81). Nonetheless, in spite of the
use of subtitles and redundancy, the scenes skteiico are not subtitled in full (some

phrases are omitted) and there are various insganhen Spanish-language dialogue is not
‘repeated’ in English. Consequently, while oveth# linguistic strategies employed facilitate
access to English speakers to accommodate all tidtandiences, the use of Spanish also
signals the linguistic reality of the central cldess and insists on some degree of

inaccessibility to non-Spanish speakers.

3) Representations of Space

As a consequence of unequal power relations betweenChicano community and the
dominant community, Belgrad argues that Chicanasathever just about the transgression
of boundaries, but also about an awareness of thosedaries” (2004: 251) and so, not
surprisingly, the representation of space in tha functions to reference both political and
socio-economic boundaries. At the macro level,filne raises the issue of the U.S. border
and the increasing focus on policing it, with theplied background of ongoing migration
into the U.S. from Mexico and other Latin Americgountries® At the beginning of the film,
El Californio belongs to a generation who lived in L.A. befdréecame part of the United
States and when José travels from Mexico to jom m the 1920s, the border is not an
obstacle. Subsequently, however, it was to be @dliwith greater intensity and this is
reflected in the film when, in the 1930s, MaridJ&. citizen) is illegally deported to Mexico.
This deportation is later paralleled by Isabel'setliened deportation (Isabel is not a U.S.
citizen, but her life is in danger if she returnsgl Salvador). At the micro level (the city of
L.A.), the key image structuring the divisions dwalindaries within L.A. and relating them to
the city’s dependence on Chicano labour is the enafgthe bridge between East and West
Los Angeles that opens the fithThe voice-over accompanying the second appeaciribe
bridge (which follows José’s journey from Mexicodahis arrival in L.A.) specifies that “no
one crosses from the west to go into the barrio3sequently, the bulk of the film is set in

East LA. The few scenes set elsewhere relate t@actess working in West L.A., to Jimmy in

% As Nava says in interview, the U.S. is a natioimwhigrants but although U.S. society is based®diversity,
the central mainstream is Anglo with resultant ptg for culture clash (West 1995).
“ It is worth mentioning that the film was releas#rtly after the 1994 bid to reinforce borders @alifornia
Proposition 187 prohibiting undocumented immigrafntsn receiving health care, public education dneot
state services. In 1997 Proposition 187 was detlaneonstitutional and State of California appeajainst this
ruling were later withdrawn (see Note 7, Maram@ielv 2006: 491).
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prison as well as when he collects and marrieselsabhile there are also some more
extended scenes set in Mexico (José’s and, latariahd journeys). One interpretation of this
representation of space is that it denotesbtireio as a kind of prison, moreover, one that is
subject to official neglect — e.g. the unpaved rdhd inferior facilities in the hospital where
Isabel dies and the urban decay visible in thees@ortraying Paco living and working in the
old family home. In this reading, the dearth of ges of access to the wider city, in other
words, access to upward mobility challenges theb#at all U.S. citizens have equal access
to the American Dream. However, it can also be edgthat the decision to focus on the
barrio operates in more positive ways, re-coding the apdistinctions in L.A. In the first
instance, it brings mainstream viewers, who we HBen informed never go there, across the
bridge into East L.AOnce ‘there’, the representation of East L.A. d#fearkedly both from

its usual representation in cinema as a crimindlgleetto and its close association with gang
culture in the wider popular perceptidbgecause the chief focus is on the domestic artion
co-existence of different cultural coddhe Sanchez house and garden together represent th
family’s resourcefulness, adaptability and williegs to embrace a mixing of cultural codes
or mestizaje(Baugh 2003: 15), evidenced in the manner in whieh house and the space
around it contain signifiers of both Mexican andSUcultures. Indoors, such signifiers
include the numerous religious images that adoerhttuse and the scenes when members of
the family watchl Love Lucy with a specific reference in the dialogue to DAsnaz
(pointedly, the family are watching this assimitht€uban when Chucho is shot i.e.
permanently excluded). Outdoors, the family honguaes a picket fence but corn and beans
are grown in the garden, local children play baketral the second eldest son of the Sanchez
family, Chucho, polishes his low-rider and dandes Mambo. Despite this overall emphasis
on everyday, domestic life crime is not totally eiis Chucho becomes involved first in
selling drugs, and then in a knifing after he itekted by anothepachucoon the dance
floor.° This dance hall scene is another instance of tixingnof cultural codes within the
barrio because it combines Mexican visuals (the muralshenwall) with 1950s U.S. pop

music on the soundtrack. Prison, too, is portrag®a reality in théarrio since Jimmy does

®In relation to their representation on screenpilessome changes since the 1980s, stereotypicajamof
Chicanos reach a mass audience much more frequbatiydo non-stereotypical images (Christine Litgcdcin
Baugh 2003: 12). In relation to popular perceptioBarlos E Cortés describes an incident on a popula
television game show to demonstrate how the donioalture views the Chicano community as synonymous
with gangs (1992: pages 94 and 95).
® Though glossed as meaning a gang member by tieepwn hunting Chucho, the tepachucorefers at least
as much to the subculture (which included clottsihges, tastes in music and modes of speech) dszelby
young Chicano males in the south western UniteteStdhe phenomenon emerged during the 1930s atis 19
and declined in the 1960s.
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two stints in jail.However, the narrative specifically links crimiradtivity and imprisonment
to “all the hate, all the rage and all the injustjcand Jimmy’s initial involvement in crime is
specifically linked to having witnessed Chucho’srder when he was a bdHis second
brush with the law follows Isabel's death as a ltesuwhat he believes is negligence due to
her background (“It's just one spic more or lesJso, Paco’s voice-over claims quite
convincingly that if Jimmy had had more money aesklattitude a good lawyer could have
got him out of his first custodial sentence. Ultielg, the only real crime the audience
witnesses taking place in East L.A. is when thdcposhoot Chucho without making any
effort to arrest, question or charge him, a killthgt takes place beneath the bridge between
East and West L.A. (making it a signifier of diwsiin this instance). In a further blending of
cultural codes, both Chuco’s death and later thdgabel are overtly linked to mythic Aztec
beliefs. Despite being a staunch Catholic, Marigebes that Chucho, originally saved by a
‘magic’ ritual, is finally claimed by the river gji and that Isabel becomes one of the
Cihuateteothe spirits of women who die in childbirth.

Towards the end of the film, the most assimilatadc®ez son, Guillermo/Memo (who has
attended U.C.L.A., lives in West L.A. and now irtsien being called William/Bill) brings his
Anglo-American fiancée and her parents to visitfaisily in a symbolic reversal of the usual
direction of travel across the bridge. This episadeks on two main levels. For one thing, it
portrays Memo’s prospective in-laws (and by extemsnany Anglo-Americans) as ignorant
about Memo’s (and Chicanos’) background. It alsotrpgs Memo as having rejected his
origins and acts as an indirect reaffirmation & tamily’s right to their history and customs.
At the same time, an unfavourable comparison betWéemo’s future in-laws and another
Anglo-American character, Isabel’s employer, Glaaerges. Whereas Gloria (who can be
interpreted as a surrogate for an open-minded acéjeis not necessarily knowledgeable
about Isabel's background, she is concerned, @il learn about El Salvador and to help
Isabel stay in the U.S., and she has no hesitatioantradicting her friend’s prejudiced views
about Isabel. In contrast, Memo’s future fathetaw-focuses on cultural boundaries: “So you
folks are all from Mexico, huh?” As viewers will lmvare, and as his prospective in-laws

ought to know, all the Sanchez children except Gbuwere born in L.A. and have never

" The termcholoemerged in the 1980s to refer to Chicano youths adupted a countercultural identity similar
to that of thepachuchosf an earlier generatiofhe fact that Jimmy is referred to astolo emphasizes the
lasting impact Chucho’s death had on him.
8 In interview, Nava stresses this syncretic retetfop between the pre-Columbian and the Catholtbénfilm
and also that the film has an underlying pre-Coliamimythic structure (West 1995).
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been to Mexicd.Meanwhile, Memo’s attempts to reinterpret the fgimistories (including
Jimmy'’s prison sentence and the fact tBa€alifornio is buried in the garden) to versions he
considers more palatable to his future in-laws,b@cause they suggest he is ashamed and
expects his family to alter their account of thestory. In short, this rather negative portrayal
of Memo, his fiancée and her parents serves to gm@nmtegration rather than assimilation,
and links back to the ambiguous meaning of thedgasdwhich stress the socio-economic
division in theirmise-en-scenef one-way traffic but also invite viewers to oveme the

traditional boundaries.

4) The Representation of Family

Three factors are of particular importance in tmalgsis of the film’s representation of
family. Firstly, the concept of family is one thhts potential to make the film more
accessible to a mainstream audience by stressmgioo ground with the dominant culture.
However, it also has potential to be used to askHerence because the Chicano family is a
concept that has consistently been claimed by @higztionalists as a site of resistance
(Fregoso 2003: 74). A third, related, factor is sEent mainstream social science
interpretations of the Chicano family that emphagdle negative aspects of machismo as its
defining principle and characterize it as pathatafi® The stereotype of male violence and
criminality described in social science literatigdinked, moreover, to the more general issue
of stereotyping of Latino characters in U.S. cingsmwidespread that a large body of work
by Chicano and Latino scholars on film represeoteti of Latinos focuses on negative
stereotypes! This concern with stereotypes is directly relaedssues of power (the extent
to which the group represented controls its ownreggntation), and to the burden of
representation or the situation whereby:
every subaltern performer/ role is seen as syrmdudaly summing up a vast but

putatively homogenous community. Representationslashinant groups, on the other
hand, are seen not as allegorical but as “nattrdierse (Shohat and Stam 1994: 183).

° At this point, Chucho has been dead for many yéatshaving left Mexico as a baby he would not have
remembered ever having been there.
9 For an overview of social science ‘myths’ abouw thicano family see Baugh 2003 (especially pag@s 4
Fregoso too discusses how the culture of povertgelhwas hijacked by U.S. social scientists to stiine the
lower classes in general and Chicanos and Latmpauiiticular (2003: 80-84).
1 The first book to be entirely dedicated to Chicaimema and to the depiction of Chicanos and dtla¢inos
in U.S. and Mexican cinema€hicano Cinema: Research, Reviews, and Resoun@ssedited by Gary Keller
and included a chapter by him on the image of thie&o in film (1985). See, also the essays in @a# of the
collection edited by Noriega (1992), the chaptershe first two sections of Berg 2002 or Darien Bav
overview of Hollywood representations of Latino8@Z).
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Consequently, stereotypes are not an error of pgocebut rather a form of social control
(Shohat and Stam 1994: 198) which implies thatrdweepresentations of Chicano characters
can be interpreted as disruptive of establishechan@iems of social control. Despite claims to
the contrary in Fregoso’s analysis (Chapter 4, 200®% film’s representation of family is
diverse and inclusive as opposed to monolithiceadusive, and it is not predicated on male
dominance and female submission.

The family established by José and Maria conform$dth the Mexican and Anglo-
American cultural norms, promoting identificatiom lboth main target audiences. However,
despite the fact that at different points in theratave they each articulate traditional views
about marriage and family, the portrayal of thearnage clearly transcends the stereotypical
representation of the Chicano family. José and &adrk together to bring up their children
and this is reflected in the way they refer to thasjefe/ jefito and jefita (masculine and
feminine versions of ‘the boss'This equality challenges Fregoso’s assertion dthbugh
My Family places Maria Sanchez at the centre of the narrdieelack of narrative agency
reinforces gender inequality (2003: 77). Mariaotally committed to her family and, far from
being passive and accepting her fate, shows gmat m returning to them after she is
illegally deported to Mexico. José’s portrayal, tativerges from the stereotypical macho
Chicano. He works hard to provide for his wife ahidren, is affectionate towards them and
regrets his one authoritarian act (throwing Chuehbfor drug dealing). Indeed, the couple’s
portrayal is quite close to the egalitarian relagiop between mother and father that, as early
as 1975, Baca Zinn argued underlies the surfapatofarchal rule in Chicano families (1975:
26).}2 Although Maria and José attempt to pass on toaditi Mexican values to their
offspring, as they grow to adulthood most of thaiildren adopt values that are at variance
with both traditional Mexican values and those oimihant Anglo culture. According to
Fregoso the “definiton of familia as central to thdtural identity of Chicana/os as a people is
based on excluding many from its fold” (2003: 8Hpwever, in the main, their parents’
reactions to their children’s non-traditional vadueveal an acceptance of difference and a
willingness to find a place for everyone within tlagnily. That this is so is illustrated by the
fact that, of the six Sanchez children, Irene &sfitst and ultimately the only one to enter a
traditional marriage and establish a traditionahifg since Isabel’'s death prevents Jimmy
from doing so. By contrast, Paco does not marryrarst a family and there is no indication

that he ever has any type of sexual relationship.at$o joins the Navy (a homosocial

12Baca zinn's states early in the article that “feessive, submissive, Mexican woman is a creatiosoofal
scientists and journalists” (1975: 19)
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environment), and when he leaves it opts to ristobeng a writer supplementing his income
by working in Irene’s restaurant. It is certainlpsgible to interpret this character as
homosexual, in which case it is worth stressing Heis always included in family events
and made to feel welcome, because this could be age@nother indication of the family’s
openness to alternative life styles. Memo, whosearaas a lawyer is a source of pride to his
parents, rises above the working-class statussofamily and this is reflected in his choice of
bride. Whatever their feelings about him ‘marryiogt’ because he has assimilated rather
than integrated, the family are willing to facitéahim staying in contact and to welcome
Memo’s fiancée and her parents into their home earah to alter their family stories for his
sake.

The characterization of the remaining siblings isrencomplex and they present their
parents with greater challenges. Contrary to Fr@ggosontention that “the film downplays
the significance of female voices within la famil@depriving women of significant agency”
(2003: 75) there are strong female charactersarsédtond generation also and they have an
important effect on a male character (for whomsiinbt a sign of weakness to listen to a
woman). Indeed, according to Baugh (2003: 17) thelsaracters initiate/ prefigure an
important shift that is more fully realized Mi vida loca(1994) andSelena1997). The first
of these characters is Toni, the second eldestrsidtthe family, who initially rejects the
institution of marriage altogether to become a nlinis is because in the 1950s joining a
religious order was the only way she could get @mcation, expand her horizons and avoid
assuming the roles of wife and mother (Nava in W&85). Subsequently, while working as
a missionary and political activist in Central Amcer she leaves her order and marries an
Anglo-American ex-priest, David. Maria faints frahe shock of this revelation. Despite this,
both parents immediately accept the marriage, Mislnia saying not to worry about her and
José saying that if it is all right with God, itadl right with them. Like her mother before her,
Toni is a strong character and demonstrates thggolng against the Church and her parents’
values (leaving her order; marrying but not hawshgdren) and the U.S. establishment (the
immigrants’ rights centre; persuading Jimmy to mdsabel for the good of the cause). She
also exercises a beneficial female influence ormiimand in so doing initiates the process of
his transformation frontholo to, eventually, a husband and father. Althoughnieries
Isabel to “use the system to fuck the system” ('Bowiords), Jimmy soon finds that she is
another feisty female and one who is not willingpiay with the institution of marriage
(according to the voice-over, Isabel is perhapsfitts¢ person not to allow Toni to “boss”

her). No matter how Jimmy protests, Isabel consnwereturn to his apartment and insinuate
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herself into his life. Ultimately, in the scene wheshe prevails on him to dance with her
Isabel seduces him and, in a moving love scene;, li&n they have both experienced
traumatic loss. When Isabel becomes pregnant Jistanys to behave more like his own
father, José, by getting a job in West L.A. Howevsabel's death precipitates a return to his
old lifestyle. Through this character and that dfu€ho, the film attempts to redress the
systematic depiction of Latinos as drug pushemsggaembers, criminals armpintos (Baugh
2003: 11). Baugh’s study analys@merican Me(1992) as well adly Family on the basis
that both films interrogate notions of Chicano méisity, Chicana femininity and types of
family albeit in contrasting ways. He argues thalike My Family, American Mequates
gang culture in thebarrios with the dysfunction of the Chicano family in manrtbat
exemplifies contemporary mainstream film (2063Ry contrast, through the characters of
Jimmy and ChuchoMly Family challenges such stereotypes while not eliding sisei@s of
crime and doing time in prison. After Isabel didgnmy intentionally gets sent back to
prison, abdicating his responsibilities and abanapris new-born son to the care of his
parents (despite this rejection, his parents rencaimcerned about him). Meanwhile, the
narrative portrays Carlitos as always in troublehéW Jimmy is released from prison José
stresses that Carlitos needs his father, not theegndimmy offers. Belatedly, Jimmy decides
he wants to be involved in his son’s life, but @ad rejects him forcing Jimmy to negotiate
his role as father. Fregoso, following Huaco-Nuzwuontends that the film reworks the
classic oedipal crisis by emphasizing oedipal dotsflbetween fathers and sons (José and
Chucho; Jimmy and Carlitos) ultimately reinstatipgtriarchal authority (2003: 75).
However, José and Chucho are shown to regret ésgimngement, and the manner in which
Jimmy addresses his conflict with Carlitos implibat this character negates the traditional
pattern of machismo passed from father to son, that he learns an alternative type of
familial leadership from both his father Josgd his son Carlitos (Baugh 2003: 18). We infer
that, in so doing, he has finally broken free @& #ffects of Chucho’s death.

Chucho is the family member who most closely camforto the stereotypes of macho
violence and criminality associated with Chicanodesaand he is involved in drug dealing
and macho stand-offs with rival gangs. Chucho tsejbis parents’ values (from their tastes in
music to their work ethic) and decides that morsewli that matters in the U.S., no matter
how you get it. Yet despite his being a maplachuco,Chucho’s characterization is nuanced

and he is shown to have a caring side: his willesgnto allow Butch Mejia insult him for his

13 Baugh also identifieBlood in, Blood out: Bound by Hon¢t993) andVi vida loca(1994) as films that offer
some negative and stereotypical Chicano represamsa2003: 3).
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sister’s sake on the day of Irene’s wedding; trenes where he teaches a group of children to
dance the Mambo; or his final conversation withrdynwhen he asks after first his mother
and then his father, repeating “Tell him ...” butthehanges the subject. We never know
what he was going to say, but it seems likely hatec to say that he was sorry or that he
loved his father just as, in the very next scewmsg¢Jays he wishes he could hold Chucho
again and forgive him. Moreover, his life is givanpositive value by portraying him as
having a “special” mythic dimension. When Maridgdlosé she is pregnant he replies that it
will be a special child because he saw an “angelthie clouds on the day the baby was
conceived. Later, on the journey back from Mexi€tucho is nearly drowned — an event
associated in Maria’s mind with the evil river #p{the owl/ buho she sees is associated in
Aztec mythology with death and destruction). Altgbther baby is saved, Maria believes his
life has been on borrowed time until the river ginally claimed him (and, indeed, Chucho
hears and sees an owl shortly before he is shefr the end of the film, José picks up a
photograph of Chucho and becomes pensive. Immédiaterwards José looks at the sky
and sees the same “angel” cloud formation he sawnw@hucho was conceived. This
comforts him and assures the audience that Chudw special by inscribing him in an
alternative reality, that of Mexican spiritualit€¢onsequently, as Baugh arguesly”Family

not only reveals Chucho as a compassionate menflibe €hicano family and community,
but also reconfigures the pachuco stereotype” amalally subverts “the stereotypes of the

macho male and Chicano family” (2003: 16).

5) Concluding Remarks

Overall, the use of the family as a character enftilm provides a point of reference for most
potential audiences but, at the same time, thersltyeof the characters and the narrative
evaluation of their life choices value integratiomer assimilation, while the allusions to
Mexican spirituality insist on some degree of iregssbility to non-Chicano audiences. Hence
the representation of the family replicates thetgpas already identified with respect to
language use and the representation of space.

On balance, what emerges from this three-fold amalgf My Familyis that although the
film incorporates both elements that emphasize ssiiodity and inaccessibility it avoids
defining the characters by their race and inhemtdture at the expense of their individuality,
aspirations and talents. Instead, it celebratest whahared across cultures to promote
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integration in preference to either ‘nationaligtparatism or complete assimilation into U.S.

society.
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“Mirando” Bread and Roses (Ken Loach 2000)

Representaciones sociales de la inmigracion en ldiscursos de
espectadores

F. Javier Garcia Castafio, Damian Esteban Bretonesyamar Abuladze
(Instituto de Migraciones, Universidad de GranadaEspafia)

Los medios de comunicacion, y el cine en parti¢ulatan de influir continuamente en la
sociedad expuesta a sus mensajes, convirtiendosasgomento de primer orden para
construir los significados y los valores sociake$a vez que es un reflejo de los valores de la
sociedad en la que existe. De esta manera, estelartiene como objetivo analizar las
representaciones sociales sobre el fenomeno migratdas cuestiones laborales Bread

and Rose$2000) de Ken Loach. Nuestro interés se centia eepresentacion del fenbmeno
de las migraciones, asi como la temética labotseiwando como se proyectan en el film
citado con las estrategias técnicas y discursivak texto filmico, interpretando la
significacion cultural y social del mensaje cineogaéfico tanto en lo representado como de
lo representado. Se partird, por tanto, de ladmsa creadora” de la pelicula para comenzar
entendiendo la pelicula en el marco de la cread®rsu director. También se pretende
analizar los significados del fenbmeno migratorideylas cuestiones laborales presentes en el
film, interiorizados por los receptores (Bourdi€dBT), estudiantes universitarios de diversas
nacionalidades. Para ello, tras la visionBfead and Rosesen el marco de una asignatura
universitaria, “Cine y migraciones”, los espectadorealizaran una sinopsis y responderan a
un cuestionario.Se fomentara la generacion de easidgy/ los estudiantes a partir de la vision
de la pelicula, comparandolos con el discurso gtetir y la sinopsis de la productora. El
analisis de estos discursos se hace desde la pirapege la teoria de la recepcion (Jauss
1976) y utilizando el anélisis critico del disctfigor ser el que mas se ajusta a los objetivos

de esta investigacion.

' El presente texto se relaciona con un proyectadestigacién mas amplio que se viene desarrollaesoe
hace cinco afos en el Laboratorio de Estudiosdulierrales de la Universidad de Granada inicialmeytahora
en el Instituto de Migraciones. Se inscribe, pa parte, en el desarrollo continuado durante tetiteempo de
un asignatura de libre configuracién denominadanéCy migraciones” y, por otra parte, en el proyecto
“Discursos de extranjeria en los medios de comuaiicaandaluces: la construccion discursiva y visialla
nueva Andalucia (TIC-6517)” financiado por el Paga de Proyectos de Excelencia de la Junta de éaidal
bajo la direccion de Antolin Granados. Ademas, fomarte de las tesis doctorales de dos de losestor
financiadas por el Ministerio de Educacién en elglama de Formacion de Profesorado Universitaaoa gl
caso de Damian Esteban Bretones, y por el Mingstdgi Asuntos Exteriores en el Programa de la A& el
caso de Tamar Abuladze.

2 El andlisis critico del discurso es un enfoque rgagiiere un compromiso social por parte del irigador y se
propone mostrar cdmo se forman las ideologias yilesursos, y como trabajan una vez formados (Wgdak
Meyer 2003). Ello sera también intencién de estiedjo.
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1. Andlisis deBread and Roses: estudio de la instancia creadora

Consideramos como instancia creadora al director lK&ach. Aunque todo film es una obra
colectiva, una aproximacion del contexto histécbiografico de todos los participantes en
el film se escaparia al marco de este trabajo.zlltilos la figura del director por ser
representativa, y en el caso de Ken Loach es sumpaxesponsable, sin obviar la
importancia de su colaborador-guionista habituall Faaverty. Aqui expondremos su
pensamiento politico y social a la luz de su cdwotéstorico-biografico para, seguidamente,

analizar su discurso sobre su obra.

1.1. Una aproximacion histérico-biografica: el pogsiionamiento politico de Ken Loach en
Bread and Roses

Bread and Rosetata de representar la dignidad de la clase @dbeq de un grupo de
limpiadoras® en Los Angeles, muchas de las cuales son inmgsantexicanas sin
documentacion para la administracion estadounidétfidém muestra que la Gnica forma de
superar una situacion laboral paupérrima (salamiserables, jornadas extenuantes, sin
seguros médicos y sociales, sin contrato y “sirefes)) es mediante la accion colectiva (la
huelga) organizada por el sindicato SEIU-Justi@eados empleados de la limpieza. Con
estos elementos el film esta en sintonia con eleqmo marxista-trotkista de compromiso con
la clase trabajadora de toda la obra de Loachasiaeque apuesta por el cambio social,
visibilizando individuos y colectivos obreros comlice uno de los limpiadores &éead and
Roses “Te he contado mi teoria acerca de estos unifernidéos hacen invisibles” (Ostria
1994: 36). Loach utiliza el cine como forma de espr sus ideas y proyectarlas a nuevas
audiencias que participen en su idea de cambiggraaidon social. Ilgual que los medios de
comunicacion en general y la television en pardicpueden ser un instrumento que visibilice
la situacion de los trabajadores oprimidos comarecen la escenas finales de la huelga de
Bread and Rosedratando de influir y formar la opinion publidaste pensamiento politico
del cineasta inglés estd contextualizado tanto lasrcircunstancias histéricas de crisis
econdmica y giro conservador-neoliberal vividaseémfeino Unido, y el resto del mundo,
durante la década de los setenta, como por el nivioncinematografico inglés conocido
por Free Cinemajue supone un antecedente a la obra de Loachvéz|aesta obra sirve de
transicion o conexion entre etee Cinemay otros cineastas sociales ingleses, Stephen Frears
o Mike Leigh.

% Dado que la mayoria de las personas trabajadepassentadas en el film son mujeres, utilizarerrmrsme el
femenino para referirnos a ellas, independienteengatque algunos de los trabajdores sean varones.
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Asi, el Free Cinemacritico el conservadurismo inglés desde la décad#os cincuenta
hasta los setenta, apoyando el movimiento obresdedsu cine como revulsivo ante una
izquierda inglesa aletargada. Al respecto, Romaguélsina dicen

el Free Cinemanglés se originG como una reaccion contra lasiessiras industriales de
su cine contemporaneo, pero también como una ésbelontra actitudes morales
conformistas...quedd6 unido naturalmente al movimielgdosangry young merlps asi
llamados “jovenes airados”, que expresaron taméiéfa literatura y en el teatro, ideas

similares de rebelibn e inconformismo, procurand@ wtencién a las realidades
colectivas. (Ramoguera y Alsina 1989: 121)

Directores como Lindsay Anderson, cofundador delvim@énto en la década de los
cincuenta, hicieron visible con un estilo libre elp que ocultaba la mayoria de la
produccion cinematografica britanica de esa épouzstraron la cotidianeidad de la clase
obrera, su alienacion y las contradicciones preseeth la misma. Igualmente, Loach en
Bread and Rosesiuestra cOmo las clases altas utilizan a puestaoseel mismo origen
étnico y social de aquellos que contralan y oprinsendo el supervisor guatemalteco Pérez
un personaje desagradable, cruel e inhumano, soenipleados que tiene a su cargo, a pesar

de compartir la experiencia de la inmigracion.

Si el contexto de desarrollo detee Cinemainglés de los cincuenta fue una izquierda
apatica y un conservadurismo paternalista que badeagrandeza del Imperio Britanico, el
cine de Ken Loach aparece cuando la crisis mudéiahiio 1973 se desencadena por varios
factores apuntados por Hobsbawm (1998): extensiédta dndustrializacion, aumento de la
competencia intercapitalista, el descenso de laargdas y la subida del precio del petréleo.
Esto supuso el fin de los “afios dorados”, expresi@rHobsbawn para referirse a las tres
décadas de crecimiento macroecondmico continuouvo ttcomo consecuencia un giro
conservador y neoliberal en las principales poteneconémicas del mundo. Paradigmatico
es el caso del Reino Unido con la llegada al pa@eMargaret Thatcher, desplegando los
presupuestos neoliberales del economista MiltoediAtan que habia experimentado sus
principios econdémicos en el Chile de Pinochet. Alkgide las medidas tomadas por Thatcher
para aumentar la productividad solo beneficiardia alase alta, obligando a trabajar por
sueldo infimos a la clase obrera, desmantelandreteccion social. Situacion que se
profundizé con el paso del tiempo en los Estadogld$nde Norteamérica, como dice el
sindicalista Allen eBread and Roses

Hace 17 afios esa limpiadora ganaba 8:50 la horaegaso médico, mas bajas pagadas,
mas vacaciones. De acuerdo. Hoy, en 1999, no tepnéigenio sindical. Ganais 5,75 y

nada mas. En los dltimos veinte afios le han quitasites de millones a las comunidades
mas pobres de esta ciudad.
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En este contexto, la obra televisivBafys of hope A question of leadershipsy la
cinematogréaficaRiff-Raff, The navigatoysde Ken Loach se convierte en militante con las
causas de la clase obrera que vive en condiciongsetariedad, retratando e historiando su
existencia, denunciando los abusos a los que se smmetidos, exponiendo las
contradicciones y criticando algunos aspectos alelctivo obrero (Fuller 1998). Estos temas
los sigue abordando como constante hasta su @serge, sin importarle que tras la caida del
muro de Berlin se afirmara por parte de Fukuyam#gs que no existian las ideologias (Diaz
Alonso 2004).

La forma de representar estas cuestiones en la ddrhoach tiene como principio
“historizar” hechos “reales”, en el sentido quersg®&ertold Brecht:
Historizar es mostrar un acontecimiento o un pefjgoivajo su luz social, histérica,
relativa y transformable. Es revelar los acontesints y los hombres bajo su aspecto
histérico, efimero, lo cual hace pensar al espectgde su propia realidad es historica,
criticable y transformable, objetivo politico quetravés de su obra artistica persiguen
tanto Loach como Brecht. En la dramaturgia brenhtiaistorizar consiste en rechazar el
representar al hombre en su caracter individual ngcaotico, para exponer la

infraestructura sociohistorica que sustenta lodlictos individuales. (Russo y Puente
2007: 5)

Asi, los protagonistas de sus films se mueven etegtos histéricos indisolubles con ellos,
haciendo que la ficcidn segun la dramaturgia tebtexhtiana se convierta en algo épico de
caracter histérico, como subraya Pavis (1998). Balse de este teatro épico de Brecht esta el
distanciamiento que le sirve para lograr objectidimsicticos. Loach no lo pretende, pero su
discurso es mas didactico que emotivo, huyendadagrima facil aunque esta presente la
emocion. Estos procesos narrativos de representasitan presentes @&read and Roses,
cuyo argumento esta basado en un hecho real ygbptitulo del film hace referencia a

una consigna popular tomada de la protesta quéoerason miles de obreras textiles a

principios del siglo XX en Massachussets, cuyaoviatrotunda en mejoras salariales y

sociales, asi como el reconocimiento de los sitmlcdlevaron a Loach a realizar la
pelicula del mismo titulo. (Herndndez Rubio 2002Z9)1

Precisamente, el fondo histérico que sirve comdratasa los films de Loach hace que esté
atento a la realidad social tanto en el Reino Uimlmo en otros paises, sensible a cualquier
fendmeno social o acontecimiento que se esté pietl y tenga como actores principales a

colectivos de personas trabajadoras.
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1.2 Andlisis critico del discurso: intenciones de & Loach

Hacer una pelicula significa exponer material $#esa la luz. La zona sensible que
considero especialmente interesante es la rela®olas personas con su ambiente; la
familia, el trabajo, la clase social. Los elemerdr@maticos que mas me atraen son esas
ganas de luchar para defenderse, para prestar vaguello que normalmente esta
reprimido y el calor de la amistad, de la solidadid/ de la compasion. (Loach en: De
Giusti 1999: 7)

Con estas declaraciones Ken Loach expresa cudl ssn&édo de su obra cinematografica:
visibilizar y dar voz a los invisibles, retratardatidianeidad de gente que quiere deshacerse
de la opresion para tomar las riendas de su destino
Su compromiso es politico y social como ha marafistmuchas veces: “Toda pelicula es

politica, aunque la etigueta lamentablemente respmctadores a mis peliculas” (Sartori
200:38 De hecho, Loach afirma en repetidas ocasisméleologia marxista-trotskista:

C'est une question délicate. Si je réponds: "Qusuis trotskiste", ¢a sera utilisé contre

moi par ceux qui ne comprennent pas le trotskiSnge dis non, je trahis des amis et des

gens que je connais. Bref, disons que I'on ne pesiyraiment comprendre une partie de

la politique internationale actuelle si I'on ne gait pas la lutte de trotskistes contre

Staline...Le plus grand héritage de Trotski est potdraent le mouvement ouvrier4.
(Ostria 1994: 36)

Siendo su pensamiento coherente con su actividesbmed y cinematogréafica rechaza la
Orden del Imperio Britanico, aparejada al tituloSile que le concedio la reina de Inglaterra:

Ese es un club al que no quiero pertenecer. La rizayle sus miembros son auténticos
villanos sociales. Y para mi las palabras ImperitaBico constituyen un monumento a
la explotacion y la conquista, algo que detesto ¢ pnoduce nauseas. No quiero
relacionarme con ello en absoluto. (Sartori 2003:38

El estilo cinematografico con el que rueda estemaalgumano utiliza técnicas documentales

para dotar de realismo lo que aparece en la pantall

Nuestras peliculas no tienen sorprendentes &angdi®s camara, ni encuadres
extraordinarios y originales. Nos interesamos pmiep la camara delante de personas
para aprehender su comportamiento y el ritmo déahla (') Hay que alcanzar una
simplicidad que sea, al mismo tiempo, comunicati&hfinal de la pelicula, no se
deberian notar las tensiones que han llevado asésfaicidad, a esta economia de
medios. (De Giusti 1999: 9)

Este realismo impregna también los principios dddting y el método de trabajo con los

actores (improvisacion, pocos ensayos) y el rodajeejemplo es la seleccion de actores

4 “Este es un tema delicado. Si digo: ‘Si, yo saoyskista’, sera utilizado en mi contra por los goeentienden
el trotskismo. Si yo digo que no, traicionaré a &wsigos y a la gente que conozco. En resumen, deeir
realmente no se puede entender algunas de lagg®libternacionales actuales si no se conoceclzalde
Trotsky contra Stalin... el mayor legado de Trotskypeobablemente el movimiento obrero” (Traduccién d
Damian Esteban Bretones)
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desconocidos para encarnar a sus protagonistas, lagtcuales destaca la actriz mexicana
Pilar Padilla erBread and Roses

Pilar es muy directa y siempre se sabe lo quepestsando. Tiene un caracter espontaneo
y un espiritu lleno de fuerza que resplandece dasdwerior. (Filmscouts 2000)

Ademas de reunir a un grupo de auténticos limpesior

...reunimos a un grupo de limpiadores genial, y eaaraportante porque la fuerza o la
debilidad de una pelicula no so6lo depende de Ipslpa protagonistas individuales, sino
de la vitalidad de todo el conjunto. (Filmscout®@0

Bread and Rosess la primera pelicula rodada en Estados Unido¥porLoach. LLa idea
surgié del guionista con el que colabora desdeélzadha de los noventa, como afirma el
director britanico: “Paul Laverty tuvo la idea, cebida durante un viaje a EUA” (Filmscouts
2000). Respecto a la inmigracion que aparece &hmelLoach indica: “los norteamericanos
ricos no tienen ningun problema con los mexicaimist (Filmscouts 2000). Es decir, para
Loach la discriminacion es por pertenecer a unsecteabajadora u obrera y ese principio
estructural de clase explica la discriminacion ynd@cion, como veremos extensamente en
el siguiente apartado. De cualquier manera, lacyleliensalza el papel del sindicalismo,
aungue Loach reconozca la paradoja de rodar eaigrcpn unos sindicatos cinematograficos
gue funcionan como corporaciones:

...pudimos ver el lado positivo del sindicalismo, @éambién los peores ejemplos del

mismo, que se producen cuando los sindicatos seviectan en asociaciones
corporativistas. (Filmscouts 2000).

2. Una experiencia en la produccion de discursosaeptores de los mensajes filmicos

En este apartado describiremos el procedimientotrdbbjo de campo, denominado por
nosotros como “experimento”, por sus caracteristatgo peculiares en cuanto al contexto de
su realizacion. El experimento fue ambientado eaul de una asignatura denominada “Cine
y Migraciones” que desde hace cinco afos se vikreatendo al alumnado de la Facultad de
Filosofia y Letras de la Universidad de GranadapéBay. Dicha asignatura ofrece la
oportunidad de poder participar, interactuar y oleseunos procesos propios del visionado,
incluyendo la reflexion y el andlisis de las pdisupor parte de los alumnos. De este modo,
contamos con una informacién que ha servido pacanemar la investigacion hacia un

andlisis amplio de los mencionados procesos.

® El trabajo se realiz6 dentro de la asignatura éGinMigraciones” que se imparte como disciplina‘litee

configuracion especifica” en la Facultad de FilésgfLetras de la Universidad de Granada. Se lexidfs por
parte del Departamento de Antropologia Social desdeirso 2005-06 y se ha impartido por los profesd-.
Javier Garcia Castafio y Antolin Granados Martinez.
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La situacidén creada durante y tras la proyecciotoddilmes nos presenté un cuadro de
multiple diversidad. Por una parte, la cred el wliso transmitido por el producto
cinematografico y, por la otra, la heterogeneidad dlumnado-espectadorya que “la
diversidad social y la actividad del espectador fe]contraponen a una vision monolitica y

homogénea del espectador” (Palacio 1995: 85).

Las impresiones y discursos que se produjeron emditorio del aula no son fruto de la
pasiva vision y deleite de las peliculas, sino @aulie el famoso tedrico del cine David
Bordwell (1985) llama la actividad del espectadeirautor sostiene que el cine obliga a su
espectador mantenerse activo durante el procesasii@hado del filme, y que se adentre en
el proceso imaginativo que las técnicas y conversade la narracion solicitanpara poder
establecer hipotesis y conclusiones acerca de ime&gacciones y el desarrollo del filme. Por

consiguiente, los discursos nacidos de esta aatwedrtebran nuestra investigacion.

2.1 Claves contextuales

Después de unas pequefias claves impartidas pardéssores de la asignatura sobre el
fendmeno de las migraciones (analisis historico ityasiones actuales junto con las
principales teorias) y sobre los medios de comuitinaen general y el cine en particular (el
cine y su lenguaje filmico en la construccion dodm la realidad de las migraciones), las
clases consisten en ver cine y analizar lo vista@woBjunto del alumnado, con una presencia
significativa de estudiantes de universidades mpdras, organizados en pequeios grupos,
debe ver una pelicula y prepararla desde las clanstsuidas por el profesorado para
posteriormente presentarla al conjunto de la alasevez visionada por todos y todas.

Posiblemente por lo “llamativo” de la materia erc@htexto de los estudios universitarios
y la propia préctica docente (“ver cine en classte disefio tiene un alto grado de aceptacion
(50 alumnos y/o alumnas). Este alumnado procedaistiatas especialidades y titulaciones vy,
por lo tanto, de diferentes esferas académicae. liestho crea la posibilidad de observar
como varian las formas y los contenidos de la coosn de los conceptos en personas con
diferentes perfiles. Una muestra de la diversidatbe diferentes cursos puede observar en la
Tabla 1, que indica el nUmero de alumnas y alurpacs cada curso académico, el porcentaje
de varones y el porcentaje de estudiantes conmaitlad extranjera, obtenido a partir de las
actas de calificaciones de cada curso mencionado.

En el caso de la asignatura para el curso 2016+l&| que se desarrolla nuestro trabajo de

campo, consto de 13 sesiones. En dos sesioneesenian los estudios que exploran el
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fendmeno de las migraciones y los estudios clavislenedios de comunicacion y el cine
como constructores de diferencias (en ambas s¢aaporguia de apoyo bibliografico). En
una sesion se proyectaast is Eas{Oriente es Orienjfede Damien O Donnell, pelicula
britanica del afio 1999 basada en la obra del actguionista britanico-paquistani Ayub
Khan-Din. En las siguientes sesiones se proyedtas diez peliculas comerciales, espafiolas
y extranjeras, que tienen como tema central ehrtre@nto de las migraciones, entre ellas

Bread and Roses.

Tabla 1. DISTRIBUCION DEL ALUMNADO DE LA ASIGNATURA EN LOS
DIFERENTES CURSO ACADEMICOS

Curso Alumnos % varones % extranjeros/as
2005/06 30 50 17
2006/07 18 27 39
2007/08 21 38 48
2008/09 42 29 38
2009/10 39 33 23
2010/11 64 33 32

Fuente: elaboracion propia a partir de los datodtiedo por el profesorado de la asignatura

2.2 Produccién discursiva

La primera etapa del trabajo consiste en anal&diersidad cultural que es representada en
los discursos filmicos. Para ello optamos por urjusto de peliculas comerciales producidas
y/o realizadas en o para el contexto espafiol, @ahiso. La eleccion se realiza
principalmente por las peculiaridades y complejidadfendmeno migratorio en este espacio
y su funcionamiento como un importante escenaril@ @denstruccion de la diferencia.

En el segundo paso la investigacion se trasladalaluniversitaria. Esta parte consiste en
examinar el proceso de visionado de las peliculas yliscursos que puedan provocar éstas
en cuanto a su contenido, forma y tendencias idemé constituyentes de cada producto
cinematografico en cuanto que son portadores ddisasirsos. El objetivo del estudio es ver
como se construye la diferencia y como se lee ematruccion de la diferencia. A estas
preocupaciones responde la forma del curso que gnea oportunidad Unica por su
“naturalidad del proceso”. los sujetos participantgerciben las construcciones
cinematograficas del fenomeno de migraciones yriexiean estas percepciones porque
deben debatir, analizar y explicar las peliculas.

Utilizando este planteamiento como base, enfocamestra mirada sobre cuéles son las
nuevas construcciones que crea el cine en el plblkistente a la asignatura. Podemos
analizar las percepciones de lo que cuenta, cegaycia un filme, producidas en cada uno de

los miembros del auditorio.
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2.2.1 Conociendo los perfiles del alumnado

Para el tipo de investigacidbn que preparamos, dereinos fundamental contar con la
informacion basica acerca de los participantesadesignatura. Con este objetivo disefiamos
una ficha para el alumnado que les fue remitidasadél comienzo del curso, con la finalidad
de recoger algunos datos claveCon los datos producidos por la fichas podriamos
contextualizar los que se decia sobre las peliaidienadas y ello permitiria interpretar los
discursos producidos por estas personas.

Las fichas producian informacion sobre la edadjtidad (especialmente interesante este
punto porque puede develar el concepto que puede tima persona de los térmirmatura
e identidad) preparacion y perfil académicos (tratandose desfara y no tanto del nivel
académico o profesional) y algun trasfondo especialpueda haber.

De todos los participantes de la asignatura entoega ficha 39 personas, de los que 23
fueron espafoles y 16 extranjeros (procedentesifdecntes paises). Aunque, la mayor
diversidad no consistié en sus nacionalidades, esinotros factores como esferas de interés y
conocimiento, edad, ocupacion, algunos maticesisleidas, etc.

La mencionada operacién de produccion de infornrmagiédiante las fichas contribuy6 a
gue nuestra observacion consiguiera el caractardsiico-diacronico. En los préximos
analisis trataremos de trazar la dinamica de kci@h entre el contexto de los espectadores
(punto de partida), el proceso de la percepciorflexion acerca de las peliculas vistas
(proceso en transcurso) y el resultado (efectoegpndo) en forma de discursos producidos

como consecuencia del consumo de ellas.

2.2.2 Fases del curso

Después de las sesiones introductorias realizautas| profesorado y ya citadas mas arriba,
el alumnado visiona en grupo una pelicula congrgieepara una presentacion para el resto
de la clase. Para ello, se formaron, por librecéde; grupos de varias (cuatro/cinco) personas
para trabajar un filme seleccionado de entre lagpy®stos. La Unica regla que habia que
respetar a la hora de elegir miembros del gruponeatener en él, en cierta medida, la
diversidad presente entre todo el alumnado (sdeeguge en el grupo participaran hablantes

de lenguas diversas).

® Informando al alumnado en la propia ficha sobrénilidad, importancia y el tratamiento de datbseaidos a
través de ésta. Proporcionar cualquiera de lossdatesonales Unicamente, y en todo momento, depézuali
s6lo en la voluntad de cada una de las personas.
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Antes de cada sesién de la pelicula que los migadiipantes del curso presentarian, se
mantenian dos reuniones con los investigadoredinktidad de las reuniones, en primer
lugar, fue proporcionar una minima informacion msaci& acerca de las técnicas
cinematograficas basicas, asesorar al alumnade $abrtemas de las peliculas concretas y
hacer énfasis en ciertos detalles importantes die palicula. En dichas reunions se observaba
y se tomaba nota de las ideas y los conceptos gueeran durante las reflexiones y
discusiones que las alumnas y los alumnos manteii#o en grupos pequefios, como con el
auditorio de sus comparfieros.

En las reuniones el alumnado veia minuciosamergeliaula y, posteriormente, indagaba
sobre la misma. Se analizaban los detalles delugegdel cine (montaje, secuencias,
encuadres, musica, etc.) y su relacion con los aensgjue construyen el discurso de los
productos cinematograficos. Mas tarde, y como frdeoestos analisis, se elaboraba un
dossief para cada pelicula recogiendo toda la informadiéponible. Una parte importante
del dossier lo constituian tres escenas seleccisnaatr el grupo para ofrecérselas al auditorio
y generar el debate sobre los temas clave de lloedien relacion con los fenbmenos
migratorios. Las reuniones del alumnado con elgz@fado fueron grabadas con un aviso
previo y las grabaciones pasaron a formar parta ohvestigacion.

Antes del visionado de los filmes en clase, el grppesentaba los datos producidos vy el
analisis realizado de cada pelicula que habianapmdp con el dossier. Al final de cada
visionado se organizaba una discusion/reflexiomcacde la pelicula, entorno y mas alla de
las escenas seleccionadas, y todo el alumnado gopwate en el debate. Posteriormente, el
alumnado disponian de siete dias para respondé&x pagina Web de la asignatura a las
preguntas formuladas por el profesorado, que iaclmecesariamente la realizacion de una
sinopsis de la pelicula visionada (debian contarsits propias palabras la pelicula vista sin
poder recurrir a ningun resumen que se hubierdqadad en ningun tipo de soporte).

De todas las peliculas ofertadas por el profespiadogrupos del alumnado optaron por
las siguientes en el citado curos académiBwana (Imanol Uribe 1996)Cartas de Alou
(Montxo Armendariz 1990)En la puta vida(Beatriz Flores Silva 2001} lores de otro
mundo(lciar Bollain 1999)Habana BluegBenito Zambrano 2005Ran y Rosa¢ken Loach
2001), Princesas(Fernando Ledn de Aranoa 2005urcos(José Antonio Nieves Conde
1951), Taxi (Carlos Saura 1996)J)n franco, 14 pesetafCarlos Iglesias 2006). Nuestro

" El contenido de todos los dossiers tiene un fosnmaés o menos parecido en lo que respecta a partes
fundamentales del mismo. Constan de: 1. Fichadar@i Sinopsis y carteles; 3. Director (y, en atipicasos,
guionista); 4. Contexto; 5. Criticas; 6. Comentaagadémicos; 7. Tres escenas seleccionadas pahatt; 8.
Anexos de algunos documentos de interés sobrenal te
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particular interés en este escrito ocupa el fiBnead and RosefPan y Rosaf001) y los
resultados producidos tras su proyeccion.

Las reflexiones, discusiones y valoraciones comjlescontamos de los participantes de la
asignatura acerca de cada uno de los productasaiograficos han sido recogidas mediante
la grabacién de las sesiones. Por otro lado, suestas a las preguntas en la Web y los
cortos escritos de critica que los alumnos deja&ala plataforma de la asignatura, también

forman parte de nuestra base de datos.

2.3 Tratamiento y analisis de los discursos

Todo el material obtenido ha sido transcrito y ifilze@do en ficheros, para ser trabajado
posteriormente y preparado para el analisis deudisc Las transcripciones han sido
ordenadas en un fichero Excel en el que por un leoos introducido una denominacion
para cada sujeto (alumnado) y por otro las difesenairiables en las que hemos desagrado
tanto la informacion producida en el perfil de p@ssonas participantes como la producida en
los analisis de las peliculas visionadas. El ficheontiene también informacién detallada
sobre los conceptos clave (emigracion, inmigracaéha,) y refleja como se caracteriza a los
sujetos protagonistas de estos fendmenos de melilils importante aclarar que con el
conceptomigracion nos referimos al fenomeno social que consisteastatarse de un area
geografica a otra, “forma parte del comportamienédural de las sociedades humanas”
(Malgesini y Gimenez, 2000: 181), dando énfasim@imiento, al desplazamiento de grupos
humanos e individuos. Pormigracionentendemos “el acto de inmigrar, es decir, de eatra
residir temporal o permanentemente en un paisttist{Malgesini y Gimenez 2000: 239).
Tanto Maria Moliner (2007) como Julio Casares (3GB®cian los verbos “entrar” y “llegar”
con la inmigracién, a diferencia del térmiemigracionque seria “el acto de emigrar, es
decir, de dejar el pais natal para residir temporpermanentemente en otro” (Malgesini y
Gimenez 2000: 137), aqui el énfasis esta en “dejamiarcharse”.

La dimension que analizamos es la representacidnfed®meno migratorio en los
discursos-sinopsis mediante la presencia de careeplacionados con este fendmeno, tanto
su presencia textual como de frases relacionadaslms. Estos conceptos, en singular y
plural, serian los que representan el fenomenor@tiign, inmigracion, emigracion) y los que
representan sujetos o grupos protagonistas deifemd (migrante, inmigrante, emigrante).
Por un lado, describiremos los términos utilizaeloglichas sinopsis que se relacionen con la

cuestion de las migraciones y, por otro lado, diesemos brevemente la alusiones que estos
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estudiantes hace a las cuestiones de la clasganlaba a las que el film quiere dar tanta

importancia.

3. ¢, Qué ve el espectador éBread and Roses?

3.1. La cuestion de las migraciones éread and Roses

Migracién/migraf aparece tres veces en tres sinopsis, pero toslamliapsis hacen mencién
destacada a esa idea de desplazamiento o traskazipto la de una estudiante que no hace
ninguna alusionEmigracion/emigrarno esta presente en ninguna sinopsis textualmente,
verbos asociados con el acto de emigrar caolejar o marchar desde el pais de origen.
Inmigracién/inmigraraparece dos veces en dos sinopsis, egar/llegadaaparece catorce
veces en trece sinopsisegtrar/entradaseis veces en cinco sinopsis, o lo que es lo mismo,
dieciocho de las veintinueve sinopsis aparece estuseptos’

Destacaremos que solo hay una sinopsis, el de stodiante chilena, que no menciona
ninguno de estos conceptos ni conceptos asociades@meno migratorio debido a que su
discurso se centra en el conflicto laboral quetehfilm:

Maya se une al trabajo de limpieza de su hermanananempresa en California. Su
hermana Rosa, tiene dos hijos y vive con un nogeaano enfermo que necesita dinero

para operarse. Trabajando conoce a Sam Shapiren drabaja por la defensa los
derechos de los trabajadores de limpieza.

En todas las sinopsis de los espectadores (veavinsinopsis) este conflicto laboral forma

parte central del discurso, tanto de mujeres comtaimbres, de todas las nacionalidades

8 La sinopsis déBread and Rosegealizada por la productora, presentada en elerndld de Filmax Home
Video para la edicion especial en DVD Beead and Roseéhttp://www.filmax.com/fichas/799.htjnes la
siguiente: “Maya y Rosa son dos hermanas mexicgoastrabajan, en condiciones de explotacién, como
limpiadoras en un edificio de oficinas del centmlas Angeles. Rosa consigue que la contraten des@ a
cambio tiene que entregar su primer salario a Pénegupervisor corrupto que le promete conseglmge
papeles y permisos legales para estar en ese Paisencuentro con Sam, un apasionado activista
norteamericano, cambiara sus vidas. Sam las ayuttanar conciencia de su situacion laboral, para que
emprendan una camparfa de lucha por sus derechrosefle combate las pone en peligro: pueden pstder
trabajo y ser expulsadas del pais. Pérez persigaeoga a los que se relnen con el sindicalistigarido a
despedir a alguna de ellas. Maya aunque tiene naigyder su puesto de trabajo confia en Sam pesenla
lucha. Mientras conoce a un compafiero, Rubén, iqne €l suefio de estudiar leyes pero que no dispeine
dinero necesario para matricularse. Maya atracdienda y lo consigue. Mientras tanto los trabajaganician
actividades de protesta como incursiones en celelmes de empresa, corte de calles, etc. Finalmeinte
sindicato y el colectivo de limpieza logra su olw@ipero Maya es detenida por acusacion de robepprdada a

su pais”. Conviene que el lector o lectora la temgg presente a la hora de leer las sinopsis afastpor los
estudiantes universitarios con los que compartifagselicula y que, como ya hemos aclarado, segiesia
realizar diversos comentarios sobre la misma qamakizan en este apartado que aqui comienza.

°® Nombre sustantivo, tanto singular como plural,eybo que representen el mismo fenémeno seran asntad
como una unidad de variable.

19 Con respecto a las/los protagonistas de este swptanto en plural como en singular, el resultaslanuy
semejante: Encontramasigrantedos veces en dos sinop®sjigranteno aparece ni una sola veznenigrante

se menciona diecisiete veces en catorce sinopsis.
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representadas. En particular se centran en lasotomels laborales, en las medidas tomadas
para su mejora (reuniones, acciones organizadas)ey tema sindical exponiendo parte de la
perspectiva trotkista que tiene el director. Unmgjld seria este parrafo de la sinopsis de una
estudiante alemana:
Todo parece muy bien hasta que aparece un jovadiaste en la oficina del edificio
donde trabajan las dos. Cuando Maya esta limpidedapente le encuentra. El parece
gue ser un joven con ideas parecidas a las suygmao rebelde. Los dos se encontrardn
muchas veces mas y él le va a mostrar que elgsfedta tratando muy mal, que tendrian
derecho a sueldos mas altos y ademas a seguroonhédigal tampoco reciben. Maya se
indigna mucho y quiere cambiar esta situacion taju€on otros limpiadores organiza

encuentros con el estudiante y con su comparferdegayguda. Se informan sobre sus
derechos y piensan en como pueden conseguir siogusto sin perder su trabajo.

Esta estudiante espafiola acentla la teméatica aindic

Este hombre se llama Sam y es miembro del sindiatonpiadores. El reclama mejores
condiciones para sus trabajadores, un seguro mgdacoportunidad de vivir bien. Pero
a Rosa, la hermana de Maya, toda esta idea legpaneclocura, pues por mal pagado que
éste su trabajo, le da de comer y ella no quieresgarse a que la despidan. A pesar de
esto, Sam va a la oficina donde trabajan y da badaca todos los limpiadores, con el fin
de que se unan con el sindicato, presionen a fles yeconsigan mejores condiciones de
vida.

Igualmente, hay seis sinopsis que no mencionan emigracion/inmigracion ni
emigrante/inmigranteSe trata de las realizadas por tres mujeresdgparola, una alemana
y una estadounidense) y tres hombres (dos espajialegstadounidense). Los seis conocen
perfectamente la definicion y las diferencias emtngigrante e inmigrante como se puede
comprobar en su perfil. Estos estudiantes definerigrante como “aquella persona que ha
llegado a mi pais” o “persona que llega a un cikrgar (estado) desde su lugar de origen”,
emigrante como “aquella que abandona su pais dendro “persona que sale de su lugar de
origen”, migracién como “creo que es un fendmermasamplicito en el ser humano” o “un
fenémeno propio del ser humano el cual siempreassedtado desplazando”. Este es un
extracto de una de estas sinopsiBarf y Rosases una pelicula acerca de como las
comunidades mas marginadas de Los Angeles se mteeeafrentarse con sus jefes contra
viento y marea”. Estas sinopsis no parecen destisardiferencias culturales o de
nacionalidad entre los trabajadores, sino lo queonta es el conflicto de clases que disuelve
las fronteras culturales. Esto se podria interpretano perspectiva transcultural donde la
inmigracion desaparece o se disuelve en la comdnide trabajadores, para estos
espectadores.

Antes hemos mencionado que solo una de las alumejas de usar las expresiones

migracion o traslada Sin embargo, existen diferencias notables a la lde describir la
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migracion o el desplazamiento de la protagonistéaerimera secuencia del film, mientras
algunas sinopsis apenas le dedican una frase, damde este participante (varon
estadounidense estudiante de Relaciones Interrsdeg)n“Una joven Mexicana que migra a
Estados Unidos”; o como estas estudiantes estattmses de Psicologi&Grupo de Latino-
Americanos cruzando la frontera desde México a BEE.{J“Maya viene ilegalmente a los
estados unidos de México”. Otras les dedican @asnitad de la extension de la sinopsis,
cuando en el film ocupa solamente la primera setagoomo acabamos de mencionar. Este
es el caso de este estudiante espafiol que curkienel afio de la carrera de historia:

Todo comienza con una huida por el campo de fomekeeda por un grupo de personas

gue consiguen subir a un jeep. Se trata de inntgganexicanos cruzando ilegalmente la

frontera de su pais hacia Estados Unidos juntsdatyotes” o guias que llevan hacia su

destino. Esto, ademas de su detencion les puedeoaaalgun que otro disparo en el

cuerpo, de ahi la urgencia del cruce. Cuando llegams Angeles, los familiares de cada

inmigrante tienen preparado el dinero que deberadas mafiosos por haberlos traido,

sin embargo, Rosa (la hermana de Maya, la protaig)mio ha conseguido el suficiente y
no dejan que la joven baje del coche.

Parece que la diversidad de nacionalidades delrgldmes directamente proporcional a la
cantidad de texto dedicado al paso de la fronteira &1éxico y Estados Unidos. Mientras los
estudiantes estadounidenses apenas le dedicanras® fl alumno espafol describe
ampliamente esta primera secuencia.

También se observa que los participantes que massién le dedican a describir el viaje
migratorio realizado por la protagonista, son lage qnds conceptos asociados con el
fendmeno migratorio usan en sus sinopsis. Siguiendcel estudiante espafiol anterior:

Se trata de inmigrantes mexicanos cruzando ilegabnk frontera de su pais hacia
Estados Unidos junto a dos “coyotes” o guias gesatl hacia su destino. Esto, ademas
de su detencién les puede ocasionar algun quedidparo en el cuerpo, de ahi la
urgencia del cruce. (...) Tras un primer trabajo denarera, Rosa consigue que la
acepten como limpiadora en unas oficinas juntola @llli todos los limpiadores son

inmigrantes y hasta el desagradable encargadojopgque pronto hace amistad con
muchos comparieros.

En este texto se observa que aparece la pailalgedmente unida a la situaciéon o proceso
migratorio de cruzar la frontera. No es el Uniceacd.a expresiéilegal aparece asociada con
el fendmeno migratorio, la inmigracion, la situacidel inmigrante o el inmigrante en si en
trece sinopsis a lo que se suman otros concegdtasaeados comaituacion irregular(una

vez),situacion inestabléuna vez)clandestina/clandestinamenfdos veces en dos sinopsis),
sin papeleqdos veces en dos sinopsis). Es decir, de lagimeave sinopsis analizadas, en
dieciocho aparecen algunos de estos términos,ogyad fendmeno migratorio o a sus

protagonistas. En diez de ellas se menciona comdldgado al pais de acogida. Un ejemplo
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seria la sinopsis de una estudiante alemana Erasmu&ranada que cursa Filologia
Hispéanica:

La pelicula Bread and Roses empieza con una estenaal vemos a unos mejicanos
cruzando la frontera a los EEUU ilegalmente.

Algunas sinopsis reflejan la situacién socio-laberael pais de acogida, como por ejemplo la
la de una estudiante espafiola de Psicologia:
Muchos de los compafieros de Maya son inmigrantes eba y es por ello por lo que la
empresa se aprovecha de su situacion (no soldeglidad” ya que no todos estan como

Maya, sino de tratarse de personas modestas cliga sacia adelante en sus vidas
depende de ese puesto de trabajo por el que $icaaca cambio de un misero sueldo).

Hay tres sinopsis (de dos estudiantes espafiol@sittepologia, un varén y una mujer, y de
un tercer estudiante espafiol de Historia) dondeoekeptoilegal se asocia al propio
inmigrante no a su situacion administrativa o de residéhdizste es uno de los casos en la
sinopsis donde mas veces apaiao@grante,asociado al conceptiegal:
Los contratos que hacen al personal estan en ndmesnpresas que bajan y bajan el
salario aprovechando que las personas que acceskos puestos son, muchos de ellos,
inmigrantes ilegales que no se atreven a pedir na®jealariales, todo lo contrario,
muchos de ellos agradecen la oferta de empleobgjtna hasta la extenuacion (...).
Maya, junto con otras personas, llega de Méxicoccommigrante ilegal. (...) Alli todos

los trabajadores y trabajadoras son inmigrantesi¢aeos, rusos, afroamericanos...) y
llevan muchos afios en sus puestos de trabajo.

Otra asociacion con inmigrante es con el concep&dia Una estudiante espafiola de
Medicina nos lo muestra de la siguiente manera:
Nuestra protagonista llega desde México, y senigsrnia para escapar de lo que parecen

son miembros de una mafia de inmigrantes, demakirasi su ingenio y capacidad para
afrontar situaciones dificiles.

La mayoria de los estudiantes que asomamigranteconilegal son espafioles, lo perciben
como grupo diferenciado, produciéndose una ruptonala perspectiva trotskista del director
de entender a todos los trabajadores como comunkglaceste sentido, la sinopsis de la
estudiante espafiola describe al personaje de May® aina heroina con capacidades
especiales “para afrontar situaciones dificilesStaB percepciones entran en contradiccion
con la sinopsis oficial de la productora que no cimTa la migracion de Maya, destacando su
condicion de trabajadora y la reivindicacion de kbsrechos laborales del grupo de
trabajadores por encima de cualquier otra: “MayRoga son dos hermanas mexicanas que

trabajan, en condiciones de explotacion, como kaqias en un edificio de oficinas del

» Suponemos que en este punto no es necesarioraplerls seres humanos no pueden ser “llegales”.
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centro de Los Angeles” y “Sam las ayuda a tomaciemcia de su situacion laboral, para que
emprendan una campafa de lucha por sus dereche®w’, & la vez, esta sinopsis oficial
correlaciona la condicion laboral de los trabajadocon la circunstancia de no tener una
situacion regular: “Finalmente el sindicato y electivo de limpieza logra su objetivo pero
Maya es detenida por acusacion de robo y depoatadapais”.

Por altimo, anteriormente destacamos que en diegide las veintinueve sinopsis aparece
inmigracion.En diez de estas dieciocho aparece la palabrgranteunida a términos como
llegar/llegada/entrar/entrada Si sumamos las sinopsis en las que aparece uptrou
concepto, la cifra se incrementa hasta las veiggdtpsis. En este sentido, podemos afiadir,
gue todos los participantes identifican y nombrampads, la regién o ciudad de llegada
(Estados Unidos de Norteamérica, California, Losgdles). Sin embargo, solo diez
identifican el lugar de partida como México y urmmm Cuernavaca. Esto significa que la
mayoria de los participantes describen las reptasién del fendbmeno migratorio dread
and Rosesdesde la perspectiva de la llegada y la entradgéade el pais de acogida,

interiorizando este punto de vista y expresandolswediscurso.

3.2 La centralidad de las cuestiones laborales &read and Roses

Respecto a la cuestion laboral, tema central dial $egun sus autores, todas las sinopsis
hablan de trabajadores, o hacen referencia al dg@drabajo que realizan (limpiadores y
limpiadoras):

Tras un primer trabajo de camarera, Rosa consigadajacepten como limpiadora en

unas oficinas junto a ella. Alli todos los limpiag® son inmigrantes y hasta el
desagradable encargado, por lo que pronto hac¢aantisn muchos compafieros.

Dandose cuenta de la condicion de trabajadoresstiss énmigrantes y exponen en las
sinopsis las principales claves de su situaciéor&b
Las condiciones del trabajo son malas. El jefe pudspedirse a la gente cuando quiera

y sin razoén. Trabajan mucho y por poco dinero yesopagan mas cuando trabajan mas
gque 8 horas. No hay asistencia sanitaria.

Solo aparecenmigrante/emigranteelacionado con trabajadores en aquellas, quemibran
ni inmigrante/emigranteni emigracion/emigraciér(seis sinopsis) y que hemos tratado con
anterioridad.

Las palabras “sindical” o “sindicato” aparecen emte sinopsis, asociadas a la figura del

personaje de Sam, joven estadounidense con actigsiddical, luchando por los derechos de
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los trabajadores de la limpieza. Un ejemplo de esstola sinopsis de una estudiante
estadounidense de Antropologia Social, especiaizadsénero:

Un dia, mientras que trabajando, Maya conoce a&presentante de un sindicato quien

ha seleccionado su edificio especificamente con® raeta para realizar el proyecto

emancipatorio. Sam intenta a convencer los limp&sla organizarse y colaborar con el
sindicato para ganarse los beneficios del segudicmevacaciones pagadas, el retiro etc.

Otro ejemplo relacionado con la colectividad detlabajadores se encuentra en la sinopsis
de la misma estudiante estadounidense:
Sin embargo, el riesgo de alinear con el sindicatesta bienvenido por todos, y para
empezar la lucha por sus derechos, un consenstiicoles fundamental. Aunque Maya

orquesta las reuniones, el proceso de lograr latand@as es la responsabilidad de la
mayoridad.

Hay otras ocho sinopsis, que sin nombrar las ekpressindicato/sindical/sindicalismo
utilizan el conceptactivistao activismq relacionado tanto con la figura del personajSala
como con la organizacién colectiva de los trabajesloEste es el caso de la sinopsis de una
estudiante alemana, del programa Erasmus, de ¢ioldspaniola y Comunicacion
Audiovisual:

Un dia Maya conoce a Sam un activista norteamericae lucha contra estos abusos

que comenten los empresarios. El quiere que Magasycomparfieros se relunen para

luchar con el para mejorar sus condiciones dehjoalMuchos de ellos creen en Sam y
en sus ideas pero también algunos que no porquentiaiedo.

Y de la sinopsis de este estudiante espafiol derkdist

Este joven activista, pretende organizar a todegrltbajadores del bloque del oficinas,
para que de este modo puedan exigir a sus jefesnejma sustancial de sus contrato
laborales.

Tan solo una sinopsis, la de una estudiante alenmanenenciona ninguna expresion acerca
de sindicalismo o activismo:

Todo parece muy bien hasta que aparece un jovadi@ste en la oficina del edificio

donde trabajan las dos. Cuando Maya esta limpidede@pente le encuentra. El parece

gue ser un joven con ideas parecidas a las suygmao rebelde. Los dos se encontrarédn

muchas veces mas y él le va a mostrar que elgsfedta tratando muy mal, que tendrian
derecho a sueldos mas altos y ademas a seguroonh@digal tampoco reciben.

En este caso es muy probable que influye la edmiddécombinacion de asignaturas ya que
esta estudiante que enunciaetivismo/sindicalism@&studia Comunicacién Audiovisual, las
otras (una también de nacionalidad alemana) no.

También debemos destacar que doce sinopsis ret@gira sustancial al discurso filmico

de Loach, de que las clases altas utilizan eslaborezlios (supervisores, encargados) del
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mismo origen étnico y social que aquellas persamas controlan y oprimen. Asi el
supervisor guatemalteco Pérez es un personaje rddabtg, cruel e inhumano con los
empleados que tiene a su cargo, a pesar de comparti ellos la experiencia de la
inmigracion. Este personaje aparece nombrado ponosabre, como supervisor, jefe o
encargado:
Maya se une a su hermana que trabaja como limpiadorun edificio financiero
importante y le pide que le consiga un trabajoamisma empresa “Angel Cleaning
Company” dirigida por el antipatico y cruel jefer@2 (George LbOpez). Pérez se

aprovecha de la situacion en la que estan la neagerisus limpiadores explotandolos al
maximo.

Pero solo una de estas sinopsis que hacen menadpearvisor, la de un estudiante espafiol
del cuarto curso de Matematicas, lo identifica coatguien del mismo origen que los

trabajadores. Aunque no es del todo exacto al lspersonaje guatemalteco e identificarlo
cOmo mexicano:

Sam instiga a los empleados a exigir sus derechio® drabajadores, pero el jefe les
pilla, Pérez, otro mexicano que abusa de ellos yrida irrespetuosamente.

Este aspecto se puede interpretar como un retolaestructura binaria de los estereotipos
(latinoamericanos-norteamericanos), donde los datirericanos son percibidos de forma
confusa, no precisando bien su origen (guatematieg@exicano), 0 como un todo bajo la
denominacion déatinoamericanocomo es el caso de las sinopsis de una estudiapégiola
de Antropologia Social y Cultural: "una vision @s ly las inmigrantes latinoamericanos que
llegan a Estados unidos". Sin olvidar que en téamsinopsis se exponen las contradicciones
del colectivo obrero, reflejo de la internalizacide parte de la perspectiva trotskista por los
espectadores. Existen también contradicciones coostrar la denuncia de una trabajadora,
Rosa -la hermana de Maya-, a sus comparfieros:

Finalmente Rosa traicionara a sus comparieros yharsuana a cambio de un puesto de

supervisora y seguro médico para ella y toda sulilan€omo consecuencia Varias

persona seran despedidas entre ellas un amigo de dlee iba a recibir una beca para
estudiar y que no estaba metido en las actividdeldmicot que han llevado a cabo.

Este tema se une a la precaria situacién de esatzgadoras, protagonistas de la pelicula, a
las que se suma su condicion de inmigrantes ndarezados o “sin papeles”, subrayando la
deportacion como posible amenaza a su situaciéordhbLo recoge la sinopsis de una
estudiante espafiola de Filosofia:

Esto llevara a Maya a robar en una tienda paraegoivsel dinero de su amigo, lo cual le

costara la deportacion a México tras ser arrestadagd Gltimo acto reivindicativo con el
gque consiguen que se aprueben todas sus peticiones.
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O la sinopsis de un estudiante estadounidense ldei®®es Internacionales:

La compafiia se rende a las exigencias de los addrags, pero Maya esta deportada
porque ha robado dinero de una gasolinera para pag# educacion de Rubén.

Tan sélo cinco sinopsis nombran los grandes seiodfique han tenido que hacer las

protagonistas, comentando esa triple discriminapimla condicion de mujer, trabajadora e

inmigrante, al mencionar el tema de la prostituckestas sinopsis las realizan cinco mujeres
estudiantes de diversas nacionalidades y estudiesména estudiante de Filologia Hispanica
y Comunicacion Audiovisual, estudiante espafiol®sieologia, estudiante estadounidense de
Psicologia, estudiante chilena de Direccion Audioal, y estadounidense de Ciencia

Cognitiva). Veamos dos ejemplos:

Cuando Maya se enfrenta con su hermana sobreubigih, descubre que tenia que ser
prostituta en Tijuana para ganar dinero por la lfami

Maya se desilusiona con Rosa quien hablé con Rressto pero se sorprende cuando
esta le cuenta que tuvo que prostituirse por caims para mandarles dinero a la familia,
que tuvo que cogersel2 a Pérez para conseguittabaljo y que no sabe quién es el
padre de su hija.

Sefialaremos que el género de estas estudiantesrésjuparece influir en la percepcion,
estando méas sensibilizadas con estas cuestioneg $abdiscriminacion ligada a la
prostitucion. Asimismo se trata el tema del intesiéoviolacion de la protagonista Maya al
principio de la pelicula, que ha sido recogido gos sinopsis, la de un estudiante espafiol de
Historia y una estudiante estadounidense de Ci€ummitiva, recogiendo esta Ultima el tema
de la prostitucién, tratado en el parrafo antertstos son los dos ejemplos, primero de la

sinopsis del estudiante espafiol y segundo dedpsisde la estudiante estadounidense:

Ante las amenazas que recibe de los dos hombrea tigs de forcejear las ventanas y
gritar para escapar, mientras que los tipos seneahsuertes quien la va a violar. El

“afortunado” la lleva a un apartamento pequefio gninas se estd duchando, ella
disimula sus intenciones y se muestra carifiosalécsolo para robarle la ropa y dejarle
encerrado y de esa forma poder escapar. Tras llmglaga a casa de su hermana y su
familia donde debera vivir temporalmente mientrapueda mantenerse sola.

Cuando llegan a Los Angeles, conocemos a Mayahesmana, cuando la hermana no
puede pagar todo lo que debe a los coyotes. Loshtesmdenegarle su hermana,
llevandola a un hotel, donde tienen planes de nioldMaya les engafia y se escapa para
encontrar su hermana, que ya ha estado viviendiempo en los Estados Unidos con su
esposo Americano y dos hijos.

En estas percepciones por parte de los espectaoodservan semejanzas y divergencias
con la perspectiva del director y la sinopsis afiddel mismo modo, que la nacionalidad,
la formacion y el género de estos espectadoresgramefluir en la percepcion del film.

" La estudiante chilena utiliza el verbo “cogerse’saracepcién “mantener sexo” o “follar”.
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4. Conclusiones

Tras la revision de las representaciones inteadeaz por los espectadores y comparadas con
las intenciones y el pensamiento politico de Keadbode dar voz y retratar a los grupos de
invisibles que quieren deshacerse de su situa@@pdmidos, podemos afirmar que muchas
de las cuestiones planteadas por el director hdm isiteriorizadas por los espectadores,
consiguiendo el fin didactico y de sensibilizacigme pretende el autor, en relacion a la
situacion laboral del grupo de inmigrantes que estéesentado en la pelicula. Sin embargo,
debido a la ambigiedad propia de todo discurso d@dt 1980), hay ciertos aspectos
fundamentales que encuentran resistencia hacieesaaje. Por ejemplo, destaca el hecho de
gue algunas sinopsis realizadas por los espectadaremucha importancia a los aspectos de
la migracion presentados en las primeras escenasdo en la sinopsis de la productora
apenas ocupa dos lineas y cuando las intencion€srdeoach sean hacer una pelicula sobre
una colectividad de trabajadores y la lucha pordguschos, desde una perspectiva politica-
trotskista. Ademas, destacariamos aquella sinogsigle el aspecto migratorio no es
mencionado de ninguna forma, ademas de las seipssin donde, a excepcion de la
migracion de México a los Estados Unidos, descrdmeno tematica fundamental aquella que
plantea la propia productora: derechos de los jmdbees y conflicto laboral. Pero hasta en
las sindpsis mas centradas en el grupo de trabbemdola cuestion laboral, esta vision
colectiva aparece de forma ambigua al reconocerlaylicula cuenta la historia de un
colectivo de trabajadores para, a continuaciony dee la protagonista es un individuo, una
mujer llamada Maya, no la colectividad de trabajadale la limpieza que se habia enunciado
al principio.

Ademas, si se habla del fendbmeno migratorio, noviselve necesariamente a las
perspectivas desarrolladas en la asignatura. Rotagio, los sinopsis hablan de inmigrantes,
pero se les presenta como inmigrados. La maydtiarsal inmigrante en el punto de llegada,
ya concluida la migracion, pero el término “inmigiel’, de uso mas corriente y generalizado
en nuestros contextos, hace clara referencia@ldicon de estigmatizacion en que se sitla a
este tipo de sujetos. De hecho, algunas sinogBmaant‘inmigrante” unido a “trabajador” y a
unas condiciones sociales y laborales precarigagttas sinopsis resefiadas), hasta se habla
explicitamente de comunidades de marginados. Hg decsigue comprobando una relacion
directa del uso del términamigranteasociado a conceptos de marginacion y de exclusion
social.

Una segunda cuestion tiene que ver con la decidatd@a de nuestras sociedades de situar

las migraciones en el plano de la legalidad o galidad. El calificar las migraciones o, mas
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grave aun, a los sujetos que las practican conegdieés”, no hace sino criminalizar tales
practicas y a quienes las practican y, sobre teioar la cuestion en un plano de dificil
discusion dado que contiene algo que parece nol@eta Es verdad, que la sinopsis “oficial”
de la pelicula usa tales términos, lo que no haue igsistir en esta vision perversa del
fendmeno. Los propios “espectadores” insisten selfeecon mayor o menor proximidad a
los sujetos o0 a los fendmenos, que van desde essitiian la migracién o la situacion de
“ilegal” a los que califican a las propias personaso “ilegales”, pasando por aquellos que
enuncian la migracion o la situacion como “clanidesty la situacion administrativa con el
término “sin papeles”, “irregular”, “inestable”,los que hablan de “red ilegal” o “traficantes
de personas”. A este respecto, en alguna sinopgsosluce el caso de asociar “ilegalidad”
tanto a la persona, al “inmigrante”, como a suasittn, afirmando que dejaria de ser “ilegal’
el individuo si “legaliza” su situacion, evidenctiose una confusion y una incoherencia en el
uso de esta terminologia. Por tanto, estos disswistorados por los participantes se sitian
en el plano de lo turbio que parece tener el asimtoigrar.

Por dltimo, nos parece especialmente resefiableat@ntiento conceptual que sobre el
fendmeno de las migraciones se hace en las visamkss “espectadores”. COmo nombray a
gué se refiere cuando habla de emigracion, inmi@nae migraciones no sélo es una cuestion
nominalista, sino el uso de una terminologia perntibnstruir cobmo son percibidos y
representados los fendbmenos sociales. En algurlas dmopsis expuestas hemos contrastado
gue no existe confusion sobre el significado de &#pb de expresiones, pero el conjunto de
las sinopsis nos muestra un uso muy variado des é&tminos para referirse a una “sola”
realidad. Donde unos ven inmigracion, otros vengeagcion y algunos, migraciones. Donde
unos ven inmigrantes, otros encuentran emigrantas faltan quienes ven migrantes. ¢ Qué
podemos decir de ello? Sin duda se trata, en ptingar, de confusiones terminolégicas y de
falta de rigor en la definicion de los fendmenosiaes, pero en segundo lugar y de nuevo, de

cOmo se representan los fendmenos que estamagdata
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BOOK REVIEW

Giovanni di Stefano, Michael Peters (edslgxico como punto de fuga real o imaginario: El
exilio europeo en la vispera de la Segunda Guerwtmdiial, Minchen: Martin Meidenbauer
2011, pp. 314.

The anthology addresses the European Exile in Merithe wake of the Second World War.
Since most of the work done on the European Exildéxico in fact is limited to the national
approach, the comparative research is a relativetgnt phenomenon. Pioneering in its
transnational comparative approach was the antha@dlartin Hielscher nameBluchtorte
Mexiko. Ein Asylland fuer die Literatum 1992 that is dedicated to the analysis of tloba)
literary exile to Mexico followed by an anthology Bablo YankeleviciMéxico. Pais refugio
in 2002 that is more historically dominated andudes exile movements beyond Europe as
well.! The anthology at hand has the ambition of beingnsmational as well as
interdisciplinary.

The book is divided in five parts that makes ityets the reader to follow the red thread
through the book.

The first part, ,Mexico as a metaphor and a myih‘lealing with European artists who in
their work use Mexico either in a metaphoric waydoaw on the myths of Mexico. The first
contribution by Friedrich Schmidt-Welle shows thmitations of the concept of ,cross-
culture” in the field of imagology in order to agat the experiences of Otherness in self-
images and ,Fremdbildern® of exiles by replacingwith the concept of ,trans-culture”.
Taking the Mexico experiences of European intallelst like Aldous Huxley, Graham
Greene, André Breton, Antonin Artaud and some Garspeaking intellectuals, the author
tries to show the limits of the criticized concépit does not include a chapter demonstrating
the advantages of his improved concept. In the thadl leaves the contribution without
evidence of the added value of his critic. GiovadniStefano, Anne Kraume and Giulia
Ingarao focus in their contributions on three u#ias of how Mexico served as a medium to
reflect experiences of European artists and/or Mexico’s culture and history provided
inspiration in this process. Di Stefano looks &t libretto of the opera ,Montezuma*“ of G.A.
Borgese and explores how his interpretation ofstioey of the siege of Tenochtitlan assisted
the author to process the violence of World WarTHe Italian librettist solved the bloody

story of the siege as a compromise between wirmetaser and thus suggested a new global

! Martin HIELSCHER (ed./1992)Fluchtort Mexiko Hamburg/Zirich: Luchterhand Literaturverlag; Rabl
Yankelevich (ed./2002México. Pais refugiaviéxico: INAH-Plaza y Valdés.
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way of understanding and living together in mixedtwres. Krause analyses how the poets
Luis Cernuda and Benjamin Peret accommodated obdddie myths in their poetic work and
demonstrates how the ,magic" of Mexico is servihgm to find a new balance of myth and
poetry. The last chapter by Ingarao explores tiveldpment of surrealism in Mexico and the
influence of a number of European surrealist @rtisat came to Mexico City in the 1940s.
The author stresses the work of Leonora Carringtith regard to the mystification of
Mexican culture. The latter is a theme that is pramt in all contributions of the first part:
all authors stress how the work of the exiles inxide has contributed greatly to Mexican
culture on one hand but also how it contributetht mystification of Mexican culture. Not
being a specialist in that area | am wondering ivrethe work of Mexican artists like the
often cited Frieda Kahlo and Diego Rivera or laeen Octavio Paz was more influential in
doing so.

The second part ,Crossed perspectives” takes a orethe dialogue between the refugees
and their chosen new home, Mexico. The refugeaggptéion of Mexico and their impact on
national culture is like the editors stressed @). still a gap in research and, consequently,
particularly welcome. While Florian Graefe explotée work of Bodo Uhse and how he
dealt with Mexico in his work, Ursula Trappe anagzhe Mexican movies of Luis Buiiuel as
a vehicle for a new representation of violence #wording to her reflected more the harsh
Mexican reality with its social contrasts than théaption of themes from the Mexican
cinema. Ursula Tjaden presents the work of the qdrapher Walter Reuter who focused
overwhelmingly on documenting the life of the ineligus population of Mexico quasi as a
historian who felt that this world would pass s@mough. Michaela Peters on the other hand
describes very interestingly how the rather redmuks of Sergio Pitol and Paco Taibo I
dealt with the exile community from the Mexican gyctive.

The third part is a good example of how the workhsttorians and literary scholars can
ideally complement each other. While the title ,JExas a third space” seems to summarize
very well exile experience as a place in which ges feel “neither here nor there”, as
Susanne Zepp has described it in her article on M#x it is not obvious why it was chosen
for a chapter that exclusively deals with the SglariRepublican Exile in Mexico. It opens
with the excellent contribution by Carlos Pérez e who reminds us of the fact that exile
was and is a rather unromantic phenomena and tlmddsnot only deal with the group of
intellectuals and artists that so far are overwlradhy researched, especially in terms of the
Republican exile in Mexico. He stresses the faat the Spanish Republican exile as opposed

to the myth of its ‘privileged exile’ was in faconthat smooth. He gives the reader an insight
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into the fights for survival as well as the figlafsthe Republicans among each other and thus
opens a perspective that the research on SpanipbblRmn exile has neglected so far.
Yasmin Temelli reminds us in her article of thetfdmat literary research can also include the
perspective of the not famous. While naturally soeirces of literary scholars usually deal
with already published work by someone who at lgasted some recognition, Temelli chose
newspapers written on board of the first shipsding Republican refugees over to Mexico
and analyses with the methods of the concept gidtitics how the exiles created a new
order on board for the time in between Europe dmdrrival in Mexico. Susanne Zepp
finally approaches the work of Max Aub with the l®f the concept of memory and
demonstrates how Aub imagines Spain as a placevtiv@t be anymore. By recognizing that
even with a victorious return to Spain all exilesaimed of, it would not be the same Spain
they had left and fought for, he tried to createxMe in his work as a vivid and real
alternative for the Republicans and wrote agains¢ tarmful nostalgia that his
contemporaries shared.

The fourth part titled ,,Echoes of the war in exitgens with an article by Franco Savarino
who explores Italian emigration and exile and dyeatriches the perspective of European
exile in Mexico. The author concentrates on thedgon of the biographies of four Italians
— Ezio Garibaldi, Mario Appelius, Nanni Leone Céstand Francesco Frola — and their
relation to Italian fascism but misses the chant@pening his text for the dialogue in
between his protagonists and Mexico. That leavescowtributions that deal with the exile of
Germans in Mexico, one from a historical perspectoy Philipp Graf and one from the
literary scholarly perspective by Adrian Herreraeftes. Both of them chose the German
edited newspapdtreies Deutschlanaf the 1940s as the base for their research. atber |
critically interrogates how the newspaper servesl @erman political exile community to
express their anxieties about the incidents in Gegrand its propaganda in Mexico as well
as to prove their sympathy and loyalty with Mexitw.this context, Graf demonstrates the
dissenting opinion of the political German spealexde in Mexico with regard to news from
the Holocaust. Unfortunately, there is no contiifiuton the German Jewish exile in Mexico
in this chapter on the echoes of war in the Mexeste.

The fifth and last part finally is titled ,Biograms in exile” and deals in fact only with
female biographies while the article of Savarinatthoncentrates on male biographies is
placed in the third part where it does not realyohg since the focus of his protagonists is
the pre-war period. Why it was not placed in thegbaphical fifth part and whether the

chosen title of the chapter as ,Biographies” wdatkide the fact that there is an entire (and
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in fact very welcome) chapter on gender, remaircdaan but is as telling as the placing of the
gender chapter as the last one in the anthologypdnhs with an article by Mechthild Gilzmer
on the journalist Lenka Reinerova, the actressfi8t8pira and the feminist Gertrude Duby.
Gilzmer points out how these three women develaped creativity in the light of their
imprisonment in Europe and how they managed torekgaurther in exile. Ulrike Schétte’s
article confirms this tendency for the actress BegAlexander who originally had set out to
become a juvenile judge in Germany but discoveredtalents under the pressure of the
prosecution as a Jewess and socialist. Just aleSHgfiira she acted in the German exile
community but increasingly also for a Mexican andeas well as on radio and TV. Besides
that she worked as a translator for theatre plagstius increasingly took over the role of a
cultural mediator between her two worlds. It iseynice touch that the anthology closes
with an autobiographical text by Alexander nameti¢TReturn” that deals with exactly this
question: “In which of the two worlds do | belong?”

Overall, the anthology opens a broad panorama nausaspects of the European exile in
Mexico in the 1930s and 1940s. This imparting adledge in a magnitude of aspects is its
chief merit and at the same time its greatest ehg# since it raises the question why so
many aspects have been neglected. As a histoveould have appreciated a more equal
balance of articles dealing with the experience'nafrmal’ people who had to face the
challenge of exile in Mexico in a different way thine already well known intellectuals and
artists that we already have broad knowledge ofthat often landed softer. The danger of
concentrating on them stresses the notion of thie ex the sensitive thinkers who are at
home in the world (in this case in Mexico) that Baruma recently has criticized as “the
romance of exileé”, which of course has nothing to do with the somiesgity of it. Besides
that, the anthology missed the chance to include ekile from other European nations
besides the one of mainly Spanish and German sppagiugees to Mexico. Considering that
research on the French political exile of the Sdcéforld War as well as on the Hungarian
and Greek exile in the 20th century already existis, a shame not to have it considered in
the collectior® It would have added a broader and more multifacgterspective on the
European Exile on Mexico and at the same time wbalk managed to reduce the narrow

focus on Western Europe while claiming to talk atdéurope.

Dr. Marion Rowekamp (UNAM, Mexico)

2 lan BURUMA (2001): ‘The romance of exile’, efihe New Republitl2 Feb 2001), pp. 33-38.
% Denis ROLLAND (1990):Vichy et la France libre aux Mexiqu®aris: L’'Harmattan; Monika SZENTE-
VARGA (2007): Migracion Hungara a México entre 1901 y 19%0uebla: Benemérita Universidad Auténoma
de Puebla; Gabriel BAEZA ESPEJEL (2008ha minoria olvidadaMéxico D.F.: FCE.
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RESENA

Anne Huffschmid (2010)Mexiko — das Land und die Freihe#urich: Rotpunktverlag, pp.
288.

“Es un libro para mi esposa, que ya no puede via@apermite desplazarse mentalmente”, le
oi decir a un anciano que estaba comprando el M#&xico. El pais y la libertgdde Anne
Huffschmid. Y es eso precisamente lo que nos afrdas libros sobre distintos paises —
también, por ejemplo, sobre Irdn o Bolivia — qui @siblicando el Rotpunktverlag de Zurich:
viajar sin desplazarse y llegar a una comprensiéfupda y compleja de las particularidades
culturales e historicas de los respectivos pafsleslegir a Anne Huffschmid, la editorial ha
dado con una conocedora sin par de México, dondeviido muchos afios como
corresponsal de varios periodicos alemanes.

El libro presenta la sociedad mexicana actual cbmto de su historia, especialmente de
los acontecimientos en torno a la Independencia YRévolucion, festejados en su Bi-
/Centenario en 2010, afilo de publicacién del presimto. La autora nos ofrece, pues, un
acercamiento critico a, como minimo, 200 afios dti@, que le sirven de base para sus
reflexiones y narraciones sobre el presente, stiweactuales movimientos politicos y
discursivos y sobre la vida cotidiana, trateseDdEl o de remotos pueblos indigenas. Y junto
con Anne Huffschmid acompafiamos a algun que otresopaje emblematico, famoso o
desconocido, en su rutina de cada dia. Nunca s#epile vista que la experiencia de cada uno
esta vinculada en todo momento al contexto higiéridtural del pais.

Huffschmid se sirve de cinco grandes capitulos paofundizar en distintos trasfondos
constitutivos del pais. En primer lugar, figurans lanovimientos histéricos de la
Independencia y la Revolucion, siempre marcadosipargran violencia. A continuacion, se
ofrece un analisis detallado y critico del mestizzgmo mito y trauma de una nacién, en la
gue siguen vigentes hasta hoy en dia la excluslarpgbreza de los pueblos indigenas. Otro
tema primordial es el machismo como mito esteradtipy realidad actual, teniendo en
cuenta también a figuras femeninas tan importapéea la mexicanidad como la Virgen
(mestiza) de Guadalupe y la Malinche —amante yutitada de Hernan Cortés—, esta Ultima
representante del trauma fundacional de la nadiééxico D.F. se nos presenta como
metrépoli (im)posible y ombligo del pais, poblada idversores, piratas e indios urbanos.
Finalmente se nos ofrece una mirada a la mafia magdexperiencia cotidiana en la Ciudad

Juérez —en la frontera con los Estados Unidos—sasnexcesos de violencia. Concluye el
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libro con la presentacion de algunos famosos pajesra caballo entre dos o varios mundos,
cuyos proyectos intelectuales, literarios o addstiabren vias de reflexion mas alla tdglos

de la mexicanidad. Hablamos de Carlos Monsivaig)ad famoso de los cronistas de la vida
urbana y critico de los mitos mexicanos, la artisgamsnacional Leonora Carrington, la
traductora bilingie Marianne Frenk-Westheim, creadanto del Juan Rulfo aleman como
del Thomas Mann espariol, asi como la diva neomexitda Downs, sin pasar por alto el
nuevo cine mexicano. Complementan el texto un resude historia del pais y sugerencias
de bibliografia complementaria.

Aparte del texto, que posibilita un acercamienta @da y la historia de la tan compleja y
paraddjica cultura mexicana, es sumamente valios@terial grafico que nos ofrece el libro.
Por un lado, encontramos en él una seleccion dgrafias del Archivo Fotografico Indigena
de San Cristobal. Fueron realizadas en el marco“Ri@yecto Fotografia de Chiapas”,
fundado en 1992 por la artista estadounidense @adoarte, quien ofrecid tanto cursos de
fotografia como el material técnico para posihiléano profesionales mayas (o a futuros
profesionales) realizar fotografias sin costos @eates. Los resultados son en parte
documentales, en parte experimentales, y represeat&nas de la actualidad cotidiana. Abre
la seleccion la sobria puesta en escena de unas @ejplatano que se convierten en obra de
arte. Nos ofrecen una vision de otro México, mé&s @ los estereotipos turisticos. Por otro
lado, encontramos fotografias en color del reportetografico Victor Mendiola, integrando
su serie “Somnolencias”, que muestra personas dirugeda que estan esperando que
despierte la megal6polis: somnolientos, orgullogm®vocadores que miran al que los
observa.

Este libro no tiene nada de guia de turismo, ersesitido convencional de sobria
informacion recortada sobre la historia y el falaleexicano, sino que nos ofrece una imagen
muy compleja de un pais paraddjico y un acercamiantina historia, una politica y unas
vidas sociales e intelectuales dificiles de repraseY sin embargo y por esta misma razon,
se puede considerar un acompafante ideal paraajen(mental o real) a México. Mediante
este libro, se nos permite sentir lo impregnadas egtan por los sucesos historicos y los
conflictos actuales ciertos lugares, que en partieus los mismos lugares de interés turistico.
Tomemos, por ejemplo, las dos plazas probablemeate conocidas y a primera vista tan
opuestas de la Ciudad de México: Tlatelolcel y6calo. Leyendo los respectivos capitulos
del libro, podemos, por un lado, sentir el sileragpoemiante de Tlatelolco, oscilando entre las
Tres Culturas participantes en la historia colod&llpais —presentes de forma arquitectonica
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0 arqueoldgica— y, simultdneamente, conmemoramaghta nacional de la violencia contra
los estudiantes que se manifestaron en 1968. Rotadlo, vivimos, a través de la lectura, el
Zbcalo en su estado de excepcién y como caétictbracembano pluriétnico, que se eleva
asimismo por encima de la cultura precolombinaja¥ipor Oaxaca, Chiapas y otras ciudades
y regiones mexicanas nos permite también viviriertamodo la historia y la vida cotidiana
y comprender algo de la complejidad de esta cultura

De cara a una segunda edicion, convendria unddevisas detallada del texto, para evitar
la frecuencia de pequefios errores que incomodéctara. A pesar de esta desventaja, se
trata de un libro de mucho valor, tanto para log geseen informarse —estudiantes o
estudiosos sobre la historia y cultura mexicanasaocpara los que, ademas, estén realizando

un viaje por el pais. Es decir, para cualquierevigr México, sea este de indole virtual o real.

Dr. Vera Elisabeth Gerling (Universidad Heinrich Heine de Dusseldorf, Alenaani
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