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Chi cano A nena and the Horizon of Expectations:

A D scursive Analysis of Recent FilmReviews
*in the
Mai nstream A ternative and H spani ¢ Press?

"But even the snallest snmoke signal can nark
the way on the road out of the cinena barrio
and toward Mama's dreamof el Norte."

R chard Corliss, Time, July 11, 1988.

Lntr tion:

Between Summer 1987 and Spring 1988, Hol | ywood rel eased four
films that depicted the Chicano experience: La Banba (1987), Born
in East L.A (1987), The Mlagro Beanfield War (1988), and Stand
and Deliver (1988). These filns were seen as part of a new
phenonmenon, a hybrid called "H spanic Hollywood." The H spanic
directors, producers and witers who nade these filns had escaped
the "cinena barrio" of their alternative production conpani es and
entered the nmainstream bringing positive, yet popular inmages wth
them? O so Tine and other mainstream periodicals clained.

Wiat did these filns represent: the Chicano experience or a
Hol | ywood success story with -- incidentally - - Chicano
characters? Wntil now, Chicano filmcriticismhas turned to the
formal properties of the text - - its narrative content and inages
--toprovide an answer. But when we consider to whomthe film
signifies, several answers or "readings" are revealed. In an
attenpt to nove Chicano filmcriticismtoward reception as
integral to the production of nmeanings, | wll examne the

Page 1



=

aesthetic discourse of filmreviews, interviews and feature
articles inthe mainstream alternative and Hspanic press. It is
here that filmfirst reveals itself as a multiple text, since each
publication offers a different interpretation, one that either
reflects, anticipates or attenpts to influence the expectations of
I ts readership.

Such an approach, however, confronts two inpedi nents: i nmage-
oriented, text-bound Chicano filmcriticism and a broader
discourse of filmcriticismand reviews that places Chicano and
other ethnic filns within the context of a "social problem rather
than of cultural identity or even filmhistory. Therefore, before
| undertake an analysis of the "horizon of expectations" (Jauss)
for the four filnms, it will be necessary to consider the
hi storical background as well as the prevailing approaches to
Chicano filmecriticismin order to devel op a new net hodol ogi cal

nodel . 3

H storical Background:

Chi cano and/ or Mexi can stereotypes were established during
films silent period, and have continued to reappear throughout
the history of Arerican cinema: The Chicano has gone from bandi do
to gangster to gang nenber; while the Chicana remains either the
passive object or the "dark lady."* These "inages" have relied on
et hnocentric assunptions that have nade the Mexican Anerican in
popul ar fiction and filmthe nost "localized" ethnic stereotype,
identified with the Southwest despite nore national denographics,
and limted to the actions genres: western, conquest and urban

violence filns (Pettit XV).
The first filnms to depict the Chicano cane fromthe "greaser"
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genre, and included such filns as Tony the Geaser (1911), The
G easer's Revenge (1914) and Quns and Greasers (1918), the |ast
filmto use "greaser” inits title (Keller 27). The "greaser" - -
a product of Angl o- Anerican thought since the early 1800s - - was a
violent and rmurderous character who roaned the Sout hwest and whose
inevitabl e defeat or redenption reaffirned North Arerican strength
and virtue, while it also legitimated the di spossession of the
Mexi can and, later, Chicano in the Southwest territories. Wile
t he Mexi can revol ution has been cited as a factor in the "greaser”
genre, the "greaser” is nore a product of internal conflict for
economc and political control of the southwest territories. It
Is inportant, therefore, to renenber that Arizona and New Mexi co
(exceptional for its Chicano najority) becone states in 1912.
Thus the redeened or "good greaser" can be seén as a prescription
for Chicanos: Be prepared to protect North Anericans from other
"greasers” (Mexicans) but do not expect ever to be nore than a
doubl e outcast or "noble greaser," neither Mexican nor Anerican.

As with the "greaser" figure, nost other "Latin inmages" did
not represent distinct peoples: "Hollywood believed that Latin
Anerica was a uniformentity, unaffected by cultural, geographic,
or social differences" (Wll 32). Conplex cultural realities were
reduced to a single nonspecific cinematic code that signified
"otherness" or evil within the nani cheaen Hol | ywood formula (Metz
229; Keller 25). Wth few exceptions, Chicanos were identified as
"greasers,” "wetbacks" or "Mexicans" until the 1960s, so that
citizenship and the hybrid, syncretic nature of ethnic experience
wer e deni ed.

Despi te Hol | ywood' s dom nance since Wrld Var |, several

forces have either nodified or countered persistent Chicano
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stereotypes: The Wrld Wars, Latin Arerican protests, and
alternative filmproduction. The Wrld Wars presented Hol | ynwood
wth newvillains: Huns "and Japanese. In addition, the wars

cl osed European narkets, causing Hollywood to turn to Latin
Arerica in order to maintain its profit margins. The United
States also wanted to secure Latin Arerica as an ally during Wrld
War 1l1. These changes caused Hol | ywood and the U S governnent to
be nore sensitive to Latin Anerican portrayals, although filns

still often msrepresented their cultures and |anguage vari ati ons
(Wl |, 14-16; 53-65).
More positive -- though still problematic -- Chicano inages

cane about due to the energence of the social problemfilmin the
peri od between the Depression and the MCarthy era (Roffnan and
Purdy 252-256). Cten Anglos would play the |ead Chicano, or
raci al oppression wuld be solved by the "white God Sanaritan”
(Keller 33). The nost successful and |audabl e social probl em
films about Chicanos were the |east accessible: Joseph Losey's
The Lawl ess (1950) and Herbert Biberman's Salt of the Earth
(1954), both | ow budget independent features wth blacklisted
directors.”

Mexi co and other Latin Arerican countries have successfully
protested Hol I ywood stereotypes since the "greaser" period
(Delpar; WIIl; R os-Bustamante 9). The protests fromH spanics in
the Uhited States, however, went unheard until the civil rights
noverrents. Nonet hel ess, Spani sh-1 anguage newspapers in the United
States reveal evidence of organi zed resistance in the form of
editorials and boycotts since at |east 1910 (Linodn).

In the [ ate-1960s and early 1970s, the Chicano Movenent, in

conjunction with other civil rights groups, pressured Hollywood
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studi os and commercial television to hire and train nore
mnorities. These new positions -- though often "token gestures”

I nvol ving | ow budget docunentaries and public affairs shows - -
nonet hel ess provi ded the experi ence and resources for Chicano
cinena to develop (Keller 47, Quernica 12). Chicano fil mrakers
Moct esunma Esparza, José Luis Ruiz and Jesus Sal vador Trevi fio
started out in television, but soon realized the need to set up

| ndependent Chi cano producti on conpanies in order to deal with
Chi cano or H spanic themes (Qiernica; Trevifio). In this sane
peri od. Chicanos such as Severo Pérez and Efrain Qutiérrez in San
Antonio, Texas, initiated a brief, but successful rasquache ci nena
outside the filmindustry altogether.

Because of their marginal position within the industry, sone
Chicano filmakers in the |ate-197Gs formul ated a count er-ci nena
based on two precepts: "the need to evolve a Chicano cinema
aesthetic, and the need to create an alternative to the
‘cormercial' influences of Hollywood film.." (Trevifio 176;
Canpus; Johansen; G ne-Aztlan) . Chicano reality, experience or
history required a Chicano perspective at the |level of aesthetics
rather than nere representation at the level of inages. The
alternative would be "Chicano filns rather than filns, nerely
commercial, 'about' Chicanos" (Keller 48).

Bet ween 1967 and 1980, sone forty-five Chicano filns were
produced, nostly in English, although about one-fourth were
bilingual. The two Spanish-language filns and the two dual -
| anguage filns represent |ess than one-tenth of Chicano
production, an indication of the dual audience these filns
envisioned. In the twenty year period before La Banba, el even

feature-length filns were shot in either 16mm super-16 or 35mm
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La Vida (1973), Al anbrista! (1977), Please Don't Bury Me Aive!.
(1977) , Anor Chicano Es Para Sienpre (1978),nly Ohce in a
Lifetime (1978) , Raices de Sangre (Mexico, 1978), Run. Tecato. Run
(1979), Zoot Suit (1981), The Ballad of Gegorio Cortez (1982),
Heart breaker (1983) and E Norte (1983).° These filns were not

"pi cked up" by the major Hollywood distributors, with the
exception of Zoot Suit. which received |imted pronotion as a
"gang" film’ Instead, Chicano films have had to seek outlets
though the barrio and art-house theater circuits, filmfestivals,
col | ege canpuses and public television.

Goncurrent with the energence of the Chicano feature fil mwas
the re-energence of ol der Hol |l ywood stereotypes in the new context
of the urban violence genre or gang exploitation film (Keller 44).
These filns included: Boulevard N ghts (1979), Defiance (1980)
and Val k Proud (1981). Chicano organizations such as ME Ch. A,
Barrios Unidos, Nosotros and the Chicano 4 nerma Goalition
protested these filns as exploitive and racist, especially since
i nonefi | manon-H spani cportraysthe"good" Chi cano. | nVdl kRagd Robbi e Bensondonned
Proud, Robbie Benson donned brown contacts to play the lead role
of a Chicano gang nenber who reforns. The fil nmakers'
controversial on |location shoot in Venice, Caifornia, also
I ncreased tensions between gangs, and between the Chi cano

community and police and Angl os.®

Chicano FilmQiticism

A ven the long history of negative stereotypes, it is no
surprise that when Chicano filmcriticismbegan to enmerge in the
| ate-1970s, its focus -- like that of earlier ethnic-oriented and

femnist filmstudies -- would be on the Chicano "image" in film?

Page 6



il

Consider the titles of the major works on Chicanos in cinena: The,
Latin Image in Anerican Film Images of the Mexi can Arerican in
Fiction and Film GCnicano- Inages in Film and Gary Keller's
introductory essay in Chicano Gnerma. "The Inage of the Chicano in
Mexi can, United States, and Chicano G nema: An Overview "™

In the md-1980s, filmcritics began to question the adequacy
of "image" analysis in filmstudies and as a tool for social
change. In "Colonialism Racism and Representation: An
I ntroduction,” Robert Stamand Loui se Spence critique the usual
"inmage" analysis: "The privileging of social portrayal, plot and
character ... has led to the slighting of the specifically
cinematic dinensions of the filnms; the anal yses mght easily have
been of novels or plays rather than filns" (634). The new
met hodol ogi cal nodel Stamand Spence propose does not di spense
wth content (or inmage) analysis, but instead nmakes it particul ar
to the filmnedium "Its enphasis should be on narrative
structure, genre conventions, and cinematic style rather than on
perfect correctness of representation or fidelity to an original
‘real’ nodel or prototype" (641). In other words, the inage
cannot be extracted fromits articulation within a cinematic
aesthetic systemand node of production.

To be fair, the limts of inage analysis have |ong been
recogni zed in Chicano filmcriticism In a 1978 special issue of
Agenda: A Journal of H spanic |ssues devoted to "nedia' s distorted
| mages," Francisco J. Lewel s distinguishes between the bl at ant
racismof stereotypes and the "subtle racismi that stens fromnass
media's institutional point of view including budget and tine
constraints as well as historical ignorance (4-6). Tatcho
Mndiola, Jr., and Linda WIIlians provide nore sustained
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alternatives to "inmage" analysis that corroborate the

net hodol ogi cal nodel that Stamand Spence set forth (see al so
Spence and Stam). Their two essays are especially inportant,
because of their wide distribution and influence at a tine when
schol ars began to consider issues of Chicano representation in
film An extended examnation, however, reveals that in both
cases the focus was not on what Chicano filns did, but on what
they did not do. Thus, the filns were not engaged in any
significant manner, but instead becane backdrops for other
political concerns.

Mndiola, in his critique of The Ballad of Gegorio Cortez.
denonstrates how the films positive inages are undermned by the
consistent Anglo point of viewthat he attributes to the films
director, financial backer and other Anglo influences. Like Stam
and Spence, he argues that what inmages or acts the filmshows is
less inportant than how it shows them (Samand Spence 642).
Despite available infornation and material, he concludes, the film
"does not devel op a perspective which puts the viewer within the
Mexi can communi ty |ooking out" (14) . %

Wiile Mndiola' s criticisns are accurate - - except for brief
expository scenes near the end, the fil mnever examnes the
Chi cano experience - - he nonethel ess oversinplifies the narrative
structure. The Ballad of Gegorio Gortez is not a sinple western
posse hunt in the realist node, in which case - - as Samand
Spence note -- "[t]he possibility of identification ... is ...
ruled out by point of view conventions" (641). Instead, the film
Is a self-conscious deconstruction of the Angl o point of view,
centered on the mstranslation of a single Spani sh word, yegua
(nmare). The Engli sh-speaki ng, non-H spani c poi nt of view becones
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probl ematic because it is shown to exist in a bicultural,
bilingual context. 1In fact, since no subtitles are used, the
privileged or ideal viewer is the bilingual one who can
| mredi atel y understand the Angl o characters' linguistic errors and
raci st assunptions. For the English-speaking viewer, the film
systenatically discredits the posse on a visual |evel, through the
use of repetition, cross cutting and lighting. By the tine that
Qegorio Cortez is captured in a cabin, the scene is filned from
his point of view

In a sense, The Ballad of G egorio Cortez is also an extended
deconstruction of the "greaser" filns, which - - at about the sane
time that Cortez actually lived - - gave narrative formto the
racismand the political and economc notivations that condemed
him The film however, naintains |inguistic and cul tural
distance: Wen Cortez tells his lawer the story fromhis
perspective, the Chicana translator's voice does not intrude upon
his flashbacks. Thus the filmoffers no fal se transcendence for
Angl o audiences; it is not about understanding the "Ballad of
Gegorio Cortez" as a Chicano - - few stanzas of the ballad are
translated - - but about the fact that such a ballad or point of
view exi sts that contests the "greaser" inage.

Neither Mndiola nor WIlians consider howthe filns each
examnes were received within various interpretive communities:
H spanic, academc, mainstream et al. Both assune universal
reception; that is, atext tells one story to all audiences.
Mndiola fails to acknow edge how The Ballad of Gegorio Cortez
constructs three "language" audi ences, each with a different
access to the narrative. WIlians offers nore troubling
inplications in her criticismof Mctesuma Esparza and A ej andro
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Qattan's Only hce in a Lifetinme, a filmabout an ol der, suicida
Chicano artist. WIlians faults the filmfor lacking the
"integrity and honesty" about the Chicano experience of Herbert
Hbernian's Salt of the Earth and Robert Young's A anbrista! .
Wlliams desire for "authentic ... cultural or class difference"
bet ween Angl os and Chi canos seens to confine the Chicano
experience to these stories about poor rural |aborers. The word
"authentic" rings false, since WIllians ignores the urban and
mddle class realities of the Chicano experience in order to
construct a "type" who opposes an external or white "bourgeois
culture." The fact that Wllians fails to conment on her position
as a mddle-class Anglo critic who prefers Anglo-directed filns
about working class Chicanos, reveals a certain indifference to
Chi cano reception and production. Rather than consider -- |et

al one research -- the various roles Only hce in a Lifetinme plays
within the Chicano coomunity and the devel opnent of a Chi cano
cinena, she assumes that her "anti-bourgeoi s" reading can "speak

to and for Chicanos."

Met hodol ogy:

The met hodol ogi cal nodel followed in this paper noves beyond
text-bound criticism-- with its assunption that a text tells one
story - -t o examne reception within the aesthetic di scourse on
filmthat can be found in the popular press. | plan to build upon
the work of Carlos Cortés, who adds a nuch needed cont ext ual
element to Chicano filmecriticism It should be noted, however,
that Chicano cultural and historical studies have long turned to
newspapers in order to reconstruct Chicano perceptions of events

since the Mexican Arerican Wr. In fact, in one of the first
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essays on Chicanos and film Jose Linon brings such a historical
approach to his examnation of the Chicano response to "greaser"
filns in the Southwest. A decade later, Cortés woul d be anong the
first in either Chicano or filmstudies to theorize the role or

i mpact of the aesthetic discourse on filmreception.

Cortés argues that the image the viewer sees on the screen
depends on the pre-established context of the "societa
curriculum (famly, peer groups, neighborhoods) and "total nedia
curriculumi (newspapers, nagazines, television) that "educate" the
viewer.® The media curriculumthat interprets and eval uates filns
plays a significant role in providing a context within which to
receive the projected inmages and narrative. Cortés cites film
reviews and colums as the "fragnentary evi dence” available to the
filmhistorian attenpting inpact analysis, but fails to recognize
or utilize these sources as an inportant discourse in their own
right. Nonetheless, Gortés's concept of the "total nedia
curriculumi allows for multiple readings and chal | enges the
prinmacy of the text, since "filmdoes not operate al one” (Corteés,
" Chi canas" 96).

In the model that Cortés outlines, a filmdoes not exist as a
pristine text, but in nediation with nmedia coverage and audi ence
expectations. Stamand Spence provide a simlar franework: "Vé
nust be aware ... of the cultural and ideol ogi cal assunptions
spectators bring to the cinena. W nust me conscious, too, of the
institutionalized expectations ... which lead us to consune fil ns
in a certain way" (646-647) . Wiile Cortés does not theorize the
receptions possible within such a framework, Stamand Spence
suggest the three levels of reception that Suart Hall delineates
in "Qulture, the nedia and 'the ideological effect'" (344-346).
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Hall argues that the formal properties of a text construct a
“preferred' reading. The audi ence, however, can produce an
alternative reading that is either "negotiated wth or
"oppositional” to the "preferred" one. The fact that Stam and
Spence refer to these two readings as "aberrant” (646-647),
however, reveals the extent to which filmcritics privilege a
determnate or "fixed" text over its multiple inscriptions wthin
mul tiple social contexts. Ethnic audiences, then, who sonehow
fail to grasp the "preferred’ meaning are not seen as active
participants who utilize the strategies of various "interpretive
comuni ties" (FHsh 322; Burton 18-21), but as "aberrant" readers
who mss the point. Such a theoretical position puts too nmuch
enphasis on the unmtigated power of Hollywood, and on the film
critic who sonehow escapes its "ideol ogical effect.”

At its core, the concept of the "preferred" reading raises
the question as to who will determne what is preferred in the
text. In the case of Chicano (and other ethnic) filns, the
“preferred" reading has often been defined by those aspects - -
nostly formal -- that Anglo critics and reviewers understand. In
short, reception becones intention! And so, rather than
conceptual i ze reception in terns of adherence to or aberrance from
a fixed text, it proves nore useful at this point intine to
consi der the ways in which reception determnes the text or inage.

The filmreviews for La Banba provide an striking instance of
such difference in the reading of an ethnic-coded sign. In the
| ssue over whether actor Lou Danond Phillips, a Filipino-
Hawai i an, resenbl ed a Chicano, reviewers di sagreed on whether the
real Ritchie Valens hinself |ooked Chicano. Several noted that

Val ens |ooked |like a bull and had obvious "Indian heritage" that
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made him"look so cool"” (Mllage Voice: Tine; Video). The fact
that Val ens |ooked Indian and Phillips did not was cited as
sonething "you can see . . . in any photo" (MIllage Voice) . In nost
revi ews, however, including those in the H spanic press, neither
Valens nor Phillips elicited conments about ethnic representation.
But the reviewer in the Los Angel es Tinmes saw anot her Val ens
altogether in claimng that "part of his appeal was how un-Latin
he looked, with his freckles.” Sane photo, three different

i mages: Indian, Chicano and Angl o.

M/ anal ysis draws upon reception theorist Hans Robert Jauss's
concept of the "horizon of expectations,” which he defines as "the
sumtotal of reaction, prejudgments, verbal and other behavior
that greet a work upon its appearance” (3-45). The "horizon of
expectations" provides the context w thin which viewers receive a
filmand can be divided into two broad categories: expectations
derived fromthe filmitself (style, genre, director and stars);
and the aesthetic discourse on film Though the latter often
nedi ates or defines the forner, little research has been done on
how the aesthetic discourse on filmprefigures consunption.

Wiile filmcritics do have an inpact on readers and each ot her
(English 74-88), nost studies tend to reduce the nature of that

i npact to a conparison of popular tastes and critical opinion,

whi ch assunes that one can conpare a quantity (audi ence
attendance) with a quality (critical opinion). The fact that a
person attended a filmis taken as a vote in favor of the film

QG her studi es have audiences rate filns and conpare the results to
critics' ratings (English 126; Austin, "Qitics'"). The focus of
these studies is an overall evaluation -- excellent, fair and poor

-- that reduces the significance of the filmto a question of
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purchase value.™ Still, the inpact of the aesthetic discourse on
filmcan be described in general terns: "it tends to establish
the critical vocabulary and frames of reference used not only by
reviewers, but by filmaudiences as well" (Aien and Gonery 90).
Sources were gathered fromThe Reader's Quide to Periodicals,
The Alternative Press Index. The Chicano Periodical [ndex. The New

York Tines. The Los Angeles Tinmes and Variety. The
Chi cano/ H spani ¢ publications include the m ddl e-of -t he-road
bi | i ngual nonthly nmagazi ne Arericas 2001 and Spani sh-| anguage
dai |y newspaper La Qopinion (Los Angeles) as well as the
progressive bilingual newspapers Unidad/Lhity (Cakland) and H
Tecolote (Mssion District, San Francisco), which are published
weekly and nonthly, respectively. Overall, thirty publications
representing at least nine distinct audi ences were tracked (see
Table 1). Sone publications could legitimately belong to several
classifications: for exanple, QOneaste is a fil mnagazi ne
(aesthetic) with a Marxist orientation (alternative); and al t hough
the editorial board clains otherwi se, the journal coul d be
consi dered academc, given its contri butorship.

In examning the aesthetic discourse, | wll not attenpt to
posit an actual inpact, because too nany variabl es woul d be
i nvol ved: readers often subscribe to or read several
publ i cations, so the potential inpact woul d depend upon an al nost
Infinite nunber of conbinations. Instead, the enphasis will be on
what gets said where and for what (broadly defined) readerships.
And on what does not get said, since --as Roger Ebert, film
critic for the Chicago Sun Tines. points out -- "critics can have
the greatest inpact by ignoring work" (quoted in English 110).

A ven the scope of the paper, | wll limt the analysis to
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the two promnent issues that arose in the press: the response to
the four filnms as a new devel opnent or cycle within the Amrerican
filmindustry;, and the use of the "barrio" as the dom nant

nmet aphor or framework for understanding these filns.

Anal ysi s: The Phenonenon
Inits reviewof La Banba. Newsweek did not evaluate the film
per se, but the incipient phenonenon the films success seened to

promse: "Hspanic Hollywood." The phrase soon gai ned currency
as a shorthand for the half dozen filns in production and "nore
than twenty-five projects featuring Hspanic themes ... floating
around Hol | ywood. "** Few reviews, however, examined or defined
"H spanic Hol | ywood," except to cite the relative increase in
Hspanic filns, directors and stars.

The discussion of "H spanic Hol | ywood" as an economc or
soci al phenorenon took place within the context of the
news/ general interest, business or industry publications:
Newsweek; Tine,, in a special issue on Hspanic culture; Arericas
2001. in a special issue of "Latinos in Hollywood"; Anericas. an
i nter-Amrerican publication of the Organization of Arerican Sates;
Advertising Age and Variety, inits annual "Focus on Latin
Arerican and U.S. H spanic Markets."' In addition, the Los Angel es
Times and New York Times published six articles on La Banba that
explained the trend in terns of a "new H spanic narket that
Hol | ywood was "testing. "' And Pat Aufderhei de, senior editor of
t he Marxi st newspaper in These Tines. examned the forces at work
in these filns in her extended review of Sand and Deliver in

Mot her Jones.
The dom nant expl anation for the Hspanic filns -- called
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H spanic although all four filns were about Chicanos - - was
denogr aphi cs coupled with the realization that H spanics
constituted a viable and "distinct market that Hol |l ywood coul d
learn to target. According to nmarket studies, the H spanic

popul ation (estinmated at 25 mllion) resenbl ed the peak audi ences
of the 1930s and 1940s, who went to the novies on a regul ar basis
-- rather than to see a specific film-- and as a famly. S nce
the H spani ¢ popul ati on was concentrated in naj or urban areas,
studi os could reach the |arge Spani sh-speaki ng audi ence with fewer
dubbed or subtitled prints and a smaller, regional pronotion
canpaign. Until 1986, studios limted subtitled releases to the
bi g nanme action features of Chuck Norris, Sylvestre Stallone, et
al. Wen Universal Studios rel eased a dubbed version of Steven
Spielberg's animated feature An Anerican Tail (1986), the one
theater that exhibited it earned the second hi ghest gross for
theaters nationw de.

La Banba - - with a record seventy-seven Spani sh-| anguage
prints and a "Hspanic thene" -- was widely reported as the "first
real test of the Hspanic narket for Anerican filns" (Harnetz,
"Hol | ywood"). Hollywood' s recurrent "di scovery" of the H spanic
nmarket is, of course, a source of anmusenent and frustrati on anong
Chicanos. To its credit, Advertising Age recalls the "discovery"”
and "test" of the H spanic nmarket that acconpanied Zoot Suit.
(1981), also directed by Luis Valdez (Willey). La Banba woul d
earn nearly $60 mllion in the United States, with the H spanic
market providing a two-to-one return on advertising costs over
nmai nstream audi ences. Colunbia Pictures allocated five percent of
its 1,250 prints and $6 nillion advertising budget to the H spanic

mar ket, which accounted for ten percent of the popul ati on and of
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the overall gross (Fabrikant; Valle, "R tchie"; Newsweek).

La Banba and the nmore nodest, but nonethel ess profitable
filns Born in East L. A and Stand and Del i ver generat ed excitenent
In the press because H spani ¢ denographi cs and the Hol | ywood
profit notive seened to resolve racial conflict overnight w thout
accommodation on either side.® Sudio heads reiterated that
their desire to nake as profit had no racial bias. La Banba was
presented as a "noble experinent” that woul d either prove that the
H spani c narket and H spanic filns were profitable or fail and be
forgotten (Harnetz, "Hollywood'). Wile Hollywood often nurtures
a star (e.g., Bill Mrray) or thene (e.g., baseball novies)
through several failures in the hopes that a niche or narket can
be devel oped, industry executives did not afford Hspanic efforts
the sane opportunity. Variety alone -- due to its function as a
trade journal concerned with economc devel opnents -- noted that
contradiction in an article titled "Hspanic Mart Promses B. QO
But Studio Pursestrings Tight" (Dawes).

Quban Ameri can Randn Menendez, witer and director of Sand
and Deliver, inplicitly challenged the nyth of denographics
promul gated in the press, wherein the discovery and cul tivation of
a grow ng, untapped "narket" would lead to social change: "The
[Hspanic] actors, directors and producers are in place. The real
problemis the lack of powerful H spanic executives" (Qorliss 67).
Still, Menendez and the Chicano fil makers subscribed to the
Hol  ywood profit notive as a nmechanismthat coul d be used for
cultural negotiation. Luis Valdez expressed the purpose behind
t he accommodation to the "universal thenes" that pervade Hol | ywood
Ci nena:

| want to be part of the mainstream- - as
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nysel f. Wiat that requires is communicating

artistically images and feelings society-at -

| arge can understand. ... V& can stay in our

barrios and pour our venominto our little

communi ty newspapers or teatros but we are not

going to create substantial change until we

get into the mai nstream
And R chard "Cheech"” Marin saw Born in East L.A as a nainstream
filmthat used comedy to raise social issues and make a profit,
likening hinself to Charlie Chaplin.® Despite this apparent
change froman alternative to mainstreamfilmpractice, the sane
appeal to or strategic use of "universal thenes" characterizes the
mani festoes of radical, alternative Chicano filmmakers during the
heyday of the Chicano Movenent's cultural nationalism (see
Canpus) . Publications that pronoted |iberal causes or soci al
change, however, criticized the directors' efforts to fit into the
mai nstream al though Aufderheide inplied that the fil ns
nonet hel ess represented negoti ation between H spanic fil nmakers
and non- H spani ¢ Hol | ywood. %

Qverall, the nass nedia placed the new "H spani ¢ Hol | ynwood"
within a historical context briefly described as a period of
“l'imted roles" and "negative stereotypes.” The vague sense of
past racismisolated the newfilns fromhistorical processes - -
including resistance -- and filmproduction, which added weight to
the explanation that these filns were denographi cs-driven.
Newsweek al one provi ded a broader context for the appearance of
these filns, when it nentioned the possible conflict with the
Mexican filmindustry that supplies Spanish-|anguage theaters in
the United States.
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Time, Anericas and Arericas 2001 were the only publications
to offer brief historical overviews of the Chicano or Hspanic in
Hol | ywood cinena. Anericas presents an upbeat review of H spanic
actors in Hollywood since the 1920s "Latin Lovers." Even the
stereotypes the article alludes to are innocuous: "nariachis" and
"beautiful sefioritas" (Awador 2). S nce Amrericas represents the
U S. -backed Organi zation of Anerican States, it is logical that
the article would repress naterial that mght recall or evoke
anti-United States sentinent.

R chard Gorliss in Tine presents a three-paragraph historical
overview that contrasts the current difficult situation in which
H spanic filmakers work with a benign past: "In the old days
things were al nost better,” because - - unlike other mnorities - -
H spani cs were portrayed as such positive figures as the "Latin
| over” and "canp goddess.” As with Anericas, Tine begins its
history after the "greaser” filns, and ignores the bandi do and
buf f oon stereotypes that coincide with the Latin |over (Keller
27). (Qorliss states that H spanics were not represented on the
screen between the 1950s and 1970s, and then inplicates |ibera
Hol | ywood and Bl acks, who becane the subject of social problem
filns and, later, blaxploitation filns. He fails to nmention that
social problemfilns about Bl acks were pivotal in the demse of
t he Bl ack independent production conpanies of the previous three
decades (Bogle 34). In any case, nunerous social problem
hi storic message and especially western filns have depicted
Chi canos and Mexi cans since the 1930s (Keller 37).

Gorliss's selective history reinforces the notion that
mnorities contend with each other in a zero-sumganme, wherein one

racial or ethnic group's gain is another's loss. Qorliss also
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uses the dubious statenent about a "liberal" Hollywood in order to
bol ster his conservative nmessage that H spanics nust assimlate
with the mainstream Ironically, the period Corliss refers to as
liberal is notable for its Production Code censorship, and the
House Commttee on Un- Arerican Activities investigations that nmade
It dangerous to be a liberal in Hollywood.

In Tine, the Chicano feature filns of the late-197Cs and
early 1980s are not identified as such, but instead as "art-house
fodder ... [that] ... staggered under the weight of their |ibera
nmessages.” The Chicano directors and producers who made these
films -- which are by no neans "art-house fodder," but include
soci al nel odramas, rasquache serioconedi es and co-productions wth
Mexi co - - are hidden behind a liberal-elite facade, sunmed up in
the phrase "guilty connoisseurs.” Corliss in effect substitutes a
stereotyped liberal white audience for the actual agents who arose
out of the Chicano Movenent of the 1960s. Likew se, he negates
t he Chi cano audi ences who saw these filnms. Corliss retextualizes
Chicano filmhistory as a liberal-conservative drama in which
Hspanic fil mmakers face an "inposing" conflict between fine art
and popul ar culture. In other words, the "cinema barrio" has to
dowith fine art and good (liberal) intentions -- not the Chicano
experience -- while "el Norte" has to do with a "conmercially
appeal ing story line" -- not the Chicano experience.

In Amrericas 2001, Antoni o R os-Bustanante chal | enges the
sel ective history presented in Tinme and Aneri cas. He examnes the
“"Latin/Latina |over" as both a positive and negative image. Wile
Corliss applauds the female "Mxican spitfires" as able to expl ode
their roles with "wt and pizzazz," R os-Bustamante |inks Lupe

Vel ez' s typecast career as the "Mexican spitfire" to her own
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suicide. He also cites the recurrent "greaser" stereotype that
began with silent filns, and details the protests and negoti ations
that took place in the studios - - wth Mexican actors such as

Dol ores Del R o and Rantn Novarro - - and in the Spani sh-| anguage
newspapers, especially La Qi nion.

Despite a rich history of Chicano representation and
resistance, the mainstreamor Angl o publications presented a
selective history or context for the new wave of Chi cano-produced
filnmse. COten it was a context that mnimzed Chicano agency, in
order to play out an Anglo political drana well-suited to the
I ssues or concerns of the Presidential canpaign then dom nating
the news. Wen Chicanos were the focus, the enphasis was on a
passive "nmarket" that could be "exploited,” rather than on the
Chi cano fil mmakers and prof essi onal organi zations and their two-
decade-long struggle to bring their stories before the Arerican

publ i c.

Analysis: The Barrio

A ven the lack of historical awareness in the nai nstream
press, Chicanos continue to be witten about as the nost
"l ocal i zed" ethnic group. Such an act is nore ideol ogi cal than
denographic, since it "localizes" the discourse on Chicanos to
barrio issues, excluding Chicanos fromthe reportage and debates
on "mai nstreami and "national " issues.

La Banba, Bornin East L.A and Sand and Deliver are set in
East Los Angeles; while The Mlagro Beanfield Wr is set el sewhere
in the Southwest. But in contrast to the conventional depictions,
these filns attenpt to redefine or reconceptualize the stereotyped

"ethnic" spaces, especially through the use of genre. In place of
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the usual western, conquest or gang film these new filns use the
Arerican "success" genre, conedy, or -- in the case of The Ml agro
Beanfield Wr -- reverse t;he terns of the conquest film FHlIm
reviewers, however, did not cite or question past and present

i nstances of "localized" Chicano images. That these filns were
about the barrio was a given, although how each reviewer

transl ated or understood barrio ("neighborhood’ or "slunmi) varied,
and with it the reviewer's assunptions about the Chi cano
experience as filmnarrative. Wile | had expected to discover
significant differences across ideological as well as ethnic |ines
in the press, such was not case. Wth few exceptions, Anglo
reviewers or publications confined Chicanos to a barrio sl um
while Hspanic reviewers or publications identified the barrio
community as the starting point for Chicanos' placenment wthin the
national culture.

Because each fil mevokes different issues in the press about
the barrio, | wll approach the aesthetic discourse one-filmat-a-
time in order of release before draw ng sone general concl usions.
Space limtations, however, do not allowne to deal at length with
the filns thenselves. In any case, an analysis of the cultura
codes, cinenatic structures and ideologies that informthese texts
Is the subject of another project. For now, | wll preface each

section with a brief plot sunmary.

La Banba.
Luis Valdez's La Banba is the biography of 1950s rock-n-roll
star Rtchie Valens (nee R cardo Val enzuela), who died at the age

of seventeen in the sane plane crash that killed Buddy Holly in
1959.
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The Chi cano/ H spani ¢ newspapers La Qoi ni on and Uni dad hail ed
La Banba as a realistic portrayal of the barrio. La Qinion
declared that the film"es nadamas una historia sobre |as gentes
del barrio.” Unidad added that the filmevokes "una justa nedi da
de realisno de lo que es vivir cono |atino, con todo su color,

enoci 6n y hasta toque de |lo sobrenatural.” These reviews enphasize
Val ens's ethnic environnent and the structural novenent fromnorth
to south rather than the expected one al norte. Valens noves
closer to his ethnic roots -- Mxico and "La Banba" - - at the sane
time that he enters the nainstreem "H filne trata con |as
busqueda de identidad, y tanbién del éxito" (Uhidad).

The H spanic press saw La Banba as a pivotal Chicano filmin
whi ch the Chi cano thenes "adqui eren, por prinera vez,
caract eristicas verdaderanent e universal es" (La Qoinidn). As
Anrericas 2001 expl ained, La Banba depicted the "daily struggles

[that] ... exist in every famly." As a result, La Banba was
nost often conpared to East of Eden (1955), because both filns
depict the struggle between a "good" and a "bad' brother. The
uni versal thenes were not believed to conpromse the Chi cano
experience -- wthits unique culture that includes a little bit
of the supernatural - - but instead to provide an entry point for
non- H spani ¢ audi ences. %

H Tecolote, on the other hand, faults La Banba as an
Arerican success filmthat superinposes an individualist and
assim/l ationi st ideol ogy upon the Chicano community and its
culture. The untold story of the barrio or “{olur house ... in
shanbl es" incl udes poor education, job discrimnation, the new
immgration law and English-Only initiatives. Rather than

enphasi ze Chicano "organi zing and struggle,” Colunbia P ctures and
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Luis Valdez exploited a market with a filmthat offered a
"nonentary surge of cultural pride."

The nai nstream newspapers found La Banba realistic inits
depi ction of barrio details, but not life. The Los Angel es Times
cited the "authentic details of mgrant worker canps and cracker-
box San Fernando Val l ey hones,"” but added that "[t]here nust have
been a crunch sonewhere as one cul ture accommodat ed anot her, and a
lot of that is gone." Mbst reviewers criticized Valdez for
shaping "facts into fable" (Tine) . La Banba represented
“nyt hmaki ng," historical "hocus-pocus” (New Yorker). "nystical
inflation" (Rolling Stone), and even a "soapy ethnic nel odrana

verging on canp" that begs the question, "lIs any of this true?"
(Mdeo). The Village Voice noted that "Southern California' s
Mexican culture - - withits own early rock and roll - - hardly

exists on film"

Reviewers objected to "Rtchie's denial of his roots and
total buy-in to the Arerican dreami (Variety) , and believed that
the fil mshoul d have enphasi zed his subjective experience as a
Chicano (also Qanour). These reviews were simlar to the one in
H Tecolote in their criticismof "nainstreamdreaners” in the
barrio. As New Yorker critic Pauline Kael explained: "He can be
the pride of the Latino community (and still be innocuous enough
to be like by the larger public.) The picture is a hangover from
the fifties: he's a credit to his ethnic group.”

Wiile these criticisns appear to be the sane, their contexts
are not. H Tecolote serves a barrio audi ence, while the other
publications wite for an audience that is for the nost part
uninforned and unaffected. A so, in the issue after the review,

B Tecolote provided a forumfor Valdez to respond to these
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criticisns in a lengthy interview (Valdez, "An Artist"). In this
respect, Pat Aufderheide's reviewin In These Tines stands out
fromthe non-H spanic press, as do her subsequent reviews. Even
though often critical, she is careful to |locate La Banba within
Val dez's career since the agit-prop "actos" of H Teatro Canpesino
in the md-1960s, and can see the often problematic relationship
}bet ween Chicano culture and an ostensibly "universal" postwar
youth culture. In short, Aufderheide brings to her reviews an
awareness of the Chicano experience, both aesthetic and social,
perhaps due to her background in Latin Arerican cinena.

The other Anglo reviewers criticize the filmas "nyth,"
w thout a corresponding recognition of the "truth" fromwhich
Valdez is said to have turned, a "truth" | have previously
identified as a "localized" discourse and sel ective history. This
process in the nmainstream and alternative press wll becone even
nmore apparent in the section on Sand and Deliver.

Born_in East L. A.
R chard "Cheech" Marin's directorial debut and first film

w thout Tommy Chong is based on his popul ar nusic video of the
sane title. A lesser known fact about the video and filmis that
both are based on a newspaper account about a Chicano born in East
L.A who was deported to Mexi co.

Born in East L.A lanpoons the S npson-Rodino Immgration Act
and Galifornia's English-Qnly Initiative, while it alludes to
FDR's "repatriation” program and H senhower's "Qperation Vétback,"
whi ch toget her deported over three mllion "Mxicans," nost of
whomwere either born in the US or legal immgrants. Wth few
exceptions, however, the filmdid not receive coverage outside the
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H spani c press, except in Latin Arerica, where the filmeven won
top honors at the New Latin American G nema Festival in Havana,
Cuba.

Most non-H spani ¢ periodicals explained that Born in East,

"23  These revi ews

L. A attenpts to create synpathy for "wetbacks.
did not consider how the filmredefines cinenatic conventions
about the barrio as it proclains Chicanisno. For exanple, the
establishing shot for the filmis of a typical barrio hone rather
than streets filled with gang nenbers and drug pushers. Al so,
barrio murals are photographed instead of the |ess prom nent
graffiti. And while the filmparodies the Bruce Springsteen rock-
anthem "Born in the U S A ," it qualifies rather than rejects the
song's patriotism

La Opinion, however, captures these subtleties inits
headline, "De las calles del barrio a |la frontera nexi cana."
Wil e the non-H spanic reviews defined the narrative novenment as
fromTijuana to the U S. border, La Qoinion envisioned the
novenent fromthe point of view of "un tipico nuchacho del Este de
Los Angeles" as he is wongly deported. 1In an earlier review, La
Qpi nion described the films premer in East L. A to enphasize the
congruence between filmand barrio: "[Hacia nmucho tienpo que el
publico de origen hispano de la ciudad de Los Angel es no veia una
pelicula con la que se sintiera indentificado."

Unidad identifies the crucial distinction the film nakes
bet ween East Los Angel es (Chicanos) and Tijuana (illegals). Rudy
Robl es (Marin), a third-generation Chicano who does not speak
Spani sh, neither synpathizes with illegal aliens (including his
cousin) nor understands the extent to which Anerican society views

himas nore Mexican than Arerican. It is only when Robles is
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deported that he begins to change his point of view. Thus the
filmtargets East Los Angeles as well as nminstreamsociety. La
Qpi ni on enphasi zes a simlar dual -audi ence nessage, although it
does not nention Rudy's initial equivocation: He is avictim "la
singul ar representaci 6n de una tragedia col ectiva."

Born in East L.A. ends with Robles and several hundred
Mexi cans overwhelmng the U S. border to the sound of Neil

D anmond's "America." The Los Angeles Tines, which found the film

better than La Banba, felt that there was "nothing or satirical"”
about the scene: "You don't have to be a WASP to | ove your
country, warts and all" (also Variety). Ci neaste, however,

t hought that the ending was "politically naive in that it

per petuates the nyth of boundl ess opportunities for illegal aliens
inthe US ," and gave no credence to Marin's response in its
interview "America is the land of opportunity, however it may
tenper that opportunity with persecution and discrimnation”
(Marin, “Cheech eans" 34). Wat no reviewer nmentioned, was the
fact that Robles and the illegal aliens crossed the border not
into the United States per se, but into East L.A -- the barrio —
via the sewer system Though cited as the films funniest scene,
the ending recalls the dangerous border crossing in El Norte
(1983) . Robles even brings a Salvadoran novia with him so that
their inplied marriage synbolizes the inpact of recent Sal vadoran

refugees on barrio life and culture.

The Ml agro Beanfield War
Based on the John N chol's 1974 novel, The M| agro Beanfield
War is about an unenpl oyed Chicano who resists devel opers’ efforts

to turn his town into a resort when he diverts state-controll ed
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water to cultivate a beanfield on his dead father's land. The
filmwas directed by Robert Redford, and co-produced by Mctesuna
Esparza, who owned the rights to the novel

Because of Redford's promnence, location in The Ml agro
Beanfield War took on significance not as a real place, but as a
synbolic one: "nerry bl ack-and-white noral |andscape" (Anerican);
and "Redfordland ... a dreamof |iberal community" (Tine). Most
reviewers identified the filmas a "progressive fairytal e"
(Quardian) that ranged from"white liberal guilt" (Amrican
Spectator) to "wshful thinking" (Newsweek; Commonweal ).

The conservative Arerican Spectator criticized the Chicano
characters as unrealistic |liberal stereotypes: *“[Tlhey’re One-
di nensi onal icons of noble poverty, courtesy of the cliche-
infested, liberal-guilt-ridden inagination of a rich white novie
star." Surprisingly, liberal and m ddl e-of -the-road peri odi cal s
al so objected to the films reversal of the terns of the conquest
narrative, so that the "nobl e peasant” now triunphed over "gringo
indignities" (M llage Voice: New Republic; New York). The |ibera
Catholic periodicals Anrerica and Coomonweal even ained sone self-
criticismat their earlier "1960s |iberalism" with its "naive
optimsm in the efficacy of "good intentions,” which the film
revi ved.

The nore nai nstream (and conservative) periodicals - -
Newsweek. People and Tine - - also cited Robert Redford' s |ibera
I ntentions, but nonetheless pronoted the filmas a "feel good
fable" with either positive or subtle stereotypes. Tinme -- which
on the one hand | ocates the filmin "Redfordl and" -- even begi ns
its reviewwi th a paean to Redford' s style, but in the process

reduces the Chicano characters to little nore than | andscape:
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The kiss of two fine brown faces is

sil houetted by an orange sunset. N ght falls,

and there's a rope of rainbowin the sky; a

frosted moon smles behind a scrimof mst.

Nature has rarely gone to the novies in

starker, nore gl anorous cl ot hes.
These unnaned characters are reduced to color. The passive voice
further denies their role as participants, so that they becone
I nstead an aesthetic experience: "Nature." The passage |inks the
"brown faces" to the "frosted noon" through facial actions (kiss,
smle) and color (brown, frosted or white).

Because The Ml agro Beanfield War was identified with Redford
and his particular brand of Hollywood |iberalism reviewers often
cited the influence of filmgenres alone. Pat Auf der hei de made
this pattern explicit when she concluded that the film"refers
nore to other novie conventions than it does to the texture of the
experience and culture of its subjects” (In These Tines). @ ven
t he msh mash of styles, genres and, for Aufderheide, Latin
Arerican accents, the introduction of "magic realism was seen as
| nappropriate: "Wen Gabriel Garcia Marquez deals in nmagic
realism every whinsical idea is tied to a hard one" (Los Angel es
Times: also Village Voice). The violence comes too |ate and proves
harm ess, al though Anerica pointed out that other reviewers
under enphasi ze the "threatened and actual violence" in the film?

The H spanic press, however, identified The Mlagro Beanfield
VWar with Chicano history, rather than with Redford s "passionate
hurmani sm¥  (Tine) or Hol | ywood genres. Unidad put the filminto a
political perspective: [Tlhe first major novie to take up the

issue of the theft and struggle for Chicano lands in the
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Southwest.” La Qpinion called The Mlagro Beanfield War "un
"mlagroso’ filme que nos recuerde el orgullo de nuestro origen,”
and -- in an earlier review -- identified that pride with "la luch
contra la adversidad y el naterialisno."®

Seen within the context of Chicano culture, "nagic realism
did not detract fromthe film but instead hel ped it becone a
poetic "monunento a la identidad hispana en Norteangérica"
(Rodriguez). Thus the filmwas seen as pivotal in the history of
"magic realism and its dissemnation to North Arerica. Like
Unidad. La Qpinion thought that the fil mwoul d educate non-
H spanics, though it placed even greater enphasis on the films
i npact on Hspanic pride, telling its readers to see the Spanish
version: "D sfratela y recuerde que nuestra herencia hi spana es
| o mas val i 0so que tenenos. "

Qearly, then, the faults identified within the mainstream or
Angl o press, mnust be seen not as absolute shortcomngs inherent in
the text, but as perceived ones particular to the (re)viewer and

his or her cultural-political-class nexus.

t and_an liver

Stand and Deliver is "based on the true story" of Jaine
Escalante, a math teacher at Garfield Hgh School in East Los
Angel es who gained national attention in 1982 when ei ght een
students passed the Advanced P acenent examin calculus. The
Educational Testing Service accused the students of cheating,
forcing themto take the exam again.

Like Born in East L.A, the filmwas inspired by newspaper
accounts and takes place in the present-day East Los Angel es

barrio. The non-H spanic press and BH Tecol ote described the
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barrio as a probl em space; while the H spanic press described the
barrio as "nuestra comunidad,” a place with pride and achi evenent
despite outside racismand neglect. Religious, Mrxist, |iberal
and conservative publications alike referred to the barrio as an

| npoverished "environnent": "gang-pl agued, predomnantly

H spanic" (The Christian Century; Newsweek); "poor people and
sluns" (Nation; People: Gneaste: Qiardian: New York); "drugs,

j obl essness, and early pregnancy” (Christianity Today) ; and a "war
zone" (Los Angeles Tinmes) . Oten Garfield Hgh was treated as the
representative "inner-city school," described as a "ness" (MIlage
Voi ce) that perpetuated "an underclass programmed to fail (Tine),
or "cycles of poverty and degradation” (Commonweal ) .

Wi | e these descriptions suggest a social criticism nost
often it was the barrio coomunity itself that was seen as hol di ng
back the students. In explaining the problens students faced,
reviewers cited "the absence of conpetent parents and teachers”
(MIlage Voice); gangs, "thoughtless and irresponsible parents,"
and denoral i zed teachers (Qanour); and "peer and home pressures”
(H Tecolote) that explain "why barrio kids have a hard tine doi ng
their honework"” (New York Tines) . The solution was |ikew se found

withinthe barrio in either a "barrio hero" (Tine. Newsweek .-
Christianity Today) or in the realization that "seem ng
limtations of environnment and resources are only artificial
barriers that can be overcone with hard work and the right
attitude" (Variety).

Three publications - - one evangelist, one H spanic and t he
other alternative - - cite broader explanations for the crisis in
inner-city schools like Garfield. Christianity Today expl ai ns

that "soci oeconomc class [and not race] is the biggest predictor
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of academ c success." The review thus reveal "hard work and the
right attitude" or ganas to be social constructs rather than
individual attributes. The sonewhat Marxist analysis, however,
becones subsuned under the evangelist paradigm wherein the
"visionary" teacher initiates students to the "Quest." H.

Tecol ote -- which cites "peer and honme pressures” -- and Quardi an
reject the "barrio hero" or "individual-warrior-for-his-peopl e"
and "hard work" as solutions, especially given racismand
"economc inequalities." But despite the films perceived
conservative nessage and enphasis on Escal ante rather than the
students, both reviews recommend the film "because it shows
Latinos as peopl e, not stereotypes."

Al t hough nost reviews discuss the films narrative weaknesses
and the social inpact that is said to conpensate for them few
consi der whet her Stand and Deliver challenges usual film
conventions about the barrio. |In fact, the discourse in the
mai nstreamand al ternative press often segregates questions of
ethnic content fromquestions of filmc form as though the two
had nothing to do with each other. |In a rare exception, Pat
Auf der hei de argues that Sand and Deliver shattered the division
bet ween nessage and entertai nment, which "only works if there
Isn't human experience on either side of the dichotony" (In These
Tines). She concludes that the filmmakes it "inpossible to
forget that you' re watching people divided by class, ethnicity,
| anguage and gender." Wile B Tecolote and Quardi an make simlar
clains about the characters as socially defined, other reviewers
identify the characters as individuals who transcend both an
| mpoverished barrio and filmnarrative.

The review in Nation reveals the conceptual blind spot conmon

Page 32



-5

to nmost non-H spanic reviewers who address the issue of Hollywood
formand ethnic content. The reviewcites as a challenge to the
conservative Hollywood formula "the mere notion of using poor
peopl e and sluns as sonething other than a battl eground between
cops and drug peddiers...." The unironic use of "poor people and
sluns" to describe an ethnic community, however, belies the
reviewer's subsequent criticismthat the film"leaps over ... any
fresh know edge or insight."

Newsweek cites Witer-Drector Ranon Menendez's efforts to
di spense with "expected cliches" and depict instead "the Latino
experience.” The review, however, undermnes the point about
stereotypes through its own gratuitous use of "expected cliches."
Garfield, though described as a “mecca for barrio kids," cannot
escape a renark about "the inevitable gang jackets." The
statenent nakes nanifest the assunption that gangs are
"inevitable" in (and particular to) the barrio. The review
continues to devel op the gang subtext in the |ast paragraph, which
contains Menendez's statenent about the absence of cliches such as
"bloody gang fights.” A contrapuntal headi ng in bol df ace
promses: "@ng fights." The heading coul d have read "No gang
fights," reinforcing the point of the paragraph. Instead, the
headl ine witer uses "expected cliches" to draw attention to the
| ast paragraph. The only other phrase in boldface is the title in
the first paragraph, so that at first glance the reader sees Stand
and Del i ver and Gang fights:, wth the body of the review
positioned in between.

Tine - - which described the Chicanos in The M| agro Beanfield
War as | andscape -- further objectifies Chicanos in its review of
stand and Deliver. The reviewbegin in dramatic fashion with
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three words: "Drugs, rape, nurder." Because these social

probl ens are unsuited to nature netaphors, the reviewturns to a
cinematic one: “"inner-city school life can be a recurrent horror
novie." The review then describes "a barrio hero" who sol ves
these problens on the screen and in real life. Wile Stand and
Deliver is based on a true story, neither drugs, rape nor nurder
ever figure in the actual or depicted events. Rather than place
the filmw thin an appropriate genre, Tine instead treats the
barrio experience as an all-too-predictable and violent film
genre.

Since the Hspanic press did not see the barrio as a problem
space (but as a cultural space w th achievenents, problens, and so
on), reviews enphasized the films role as the nost realistic and
positive commnal portrait to date. La Qpinion praises Sand and
Deliver as an authentic representation of "el tipo de vida que se
desarrolla en nedio de las abigarrados y coloridas calles del Este
de Los Angel es" (also Unidad). Anmericas 2001 |locates Garfield
Hgh "coniortably behind Wiittier Bivd. ... in the heart of East
Los Angeles." The review then describes how Garfield is perceived
within the comunity: first for its "classic rivalry" wth
anot her high school; then later for its college-bound graduates.
In a historical note, the review adds that "[t]en years ago,
Garfield was known for its absenteeismand its youth gangs...."

The few non-H spanic publications that historicize the
school 's real problens, place themin 1982, the year in which the
filmtakes place (Mther Jones; Los Angeles Tines: New York). In
real life, Escalante began teaching at Garfield Hgh in 1974; and
five students first took the AP examin 1979 (Hibbard, Harnetz,

“Math"). In addition, former students and Escal ante hinsel f
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explain that -- unlike the film-- there were no gang nenbers or
cholos in the class; in fact, nost students were already coll ege-
bound (Valle, "Real-Life"; Harnmetz, "Math"). It becones nore than
ironic, then, that several reviewers conplain that the gang
problemis not enphasized enough in the filmand that Escalante's
success seens "too easy" (Qanour: Variety: Village Voice: New
York).

In New York, David Denby conplains, "Victory comes too
easily, w thout enough resistance and backsliding. And what Kkids!
They have to be anong the tamest, sweetest ghetto teens in
hi story." Cenby, like Rchard Corliss in Time, conjures up a
hi story he needn't docunent, since -- like any prejudice -- it is
al ready wel | -known. When Denby conpares Stand and Deliver to
Denni s Hopper's gang filmQGolors, he concludes that "the violent,
despairing Golors is the one that has the ring of truth"(italics
mne). This is, after all, the "truth" about Chicanos in Los
Angel es that reaches himin New York through the news nedi a.

Such are the expectations on the horizon of the films

mai nstream r el ease.

Goncl usi on:

The nost obvious and significant breakdown that occurs wthin
the publications, and one that obviates all other differences, is
t he one between the H spani ¢ and non-H spani c press. Liberal non-
H spanic publications often relied on the same outsider's
assunptions about the barrio that characterize the conservative
publ i cations. The barrio was a probl em space, denied a history,
culture and separate point of view Thus the filns were often

place in the context of a "social problem" rather than in the
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context of cultural identity or even filmhistory.

The issue of "universal" thenmes best reveals the manner in
which critics and reviewers do not consider the Chicano
perspective(s). The non-H spanic publications denounce the
i mposition of universal values upon Chicano culture. 1In addition
to the inplicit patronization -- "don't becone mddl e class and
flattened out (like us)" -- these witers fail to see that the
uni versal values acquire a different function in La Qoinion and
ot her Chicano publications. Here the Chicano experience is
under stood to be sonmething different and uni que, sonething
resilient and evolving that H spanics al one have access to in
these filns, sonething they bring to these filns: in short, a
culture. Thus the universal themes were not seen as an inposition
on Chicano culture, but as a transmtter of those aspects of
Chicano culture that non-H spanics could understand. Chi cano
directors and reviewers saw Chicano cinena as an effort to expand
the non-H spani ¢ "horizon of expectations,” thus changing the very
nature of those "universal" val ues.

The non- H spani ¢ press, however, often responded to these
filme with silence. The Reader's Quide to Periodicals lists just
one review for Born in East L.A. And while it also lists fifteen
reviews for The Mlagro Beanfield War, the fact that nost deal
with Robert Redford cumcelebrity is itself a formof silence.
Tinme reveals a third kind of silence in its objectification of the
Chicano as either nature (landscape) or culture (horror filns).

It is too early to tell whether "H spanic Hol | ywood" as such
wi |l continue and whet her these filns have changes the "horizon of
expectations.” But as filmscholars, we nust be careful not to
di spl ace that horizon with our ow theoretical expectations.
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Instead, we nust discern the interpretive communities that are

active in constructing neaning, that reveal the text to be a

process and not a product.. And when we ook to the "horizon of
expect ati ons" beyond the "cinena barrio," we nust be sure to ask,

whose expectations? Wose barrio?
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11 want to thank Tomés Ybarra-Frausto for his inval uabl e advice
and encouragenent in support of this project. | amalso indebted
to Renato Rosal do, Kathl een Newran, David Maciel and Virginia
Véxman for their insi ghthI comrents on earlier drafts of this
paper .

> Throughout the essay, | use the termH spanic to refer to U S
citizens of Latin Arerican descent. | do so in order to reflect
the actual usage in the press. Wile sonme mght object to
H spani ¢ on ideol ogical grounds, | find the alternative, Latino,

fraught with the sane problens: Both terns originate with the
European col onial or neocol onial powers and neither acknow edges
our African and Indian heritage.

% The parenthetical style is used in this essay. In the text
and bi bliography, | cite the reviews for each fil mby publication
rather than by author. | do so in the bibliography in order to
segregate reviews according to filmand to condense the citations
for the seventy-plus filmreviews. 1In the text, | cite the
publication in order to enphasize its role as a forumin which
certain types of reviews appear. Al other sources are cited by
aut hor .

“Kel l er 27; R os-Bustamante 7-8; Cortes; Candel aria; Moral es.

°M scegenation is a recurrent thenme in both the "greaser" and
social problemfilns that has yet to be explored. |In Licking the
Qeaser's (1910) and Broncho Billy's Mexican Wfe (1915), the
narrative is resol ved when the Angl o hero rescues and narries the
"Mexi can" woman. In the 1950s, R cardo Montal ban narries a bl ond
Anglo in Right Goss (19500 and My Man and | (1952), while the
mestizo child in dant (1956) is presented as the answer to
racism And in The Lawl ess and Trial (1950), the Anglo hero
devel ops a father-son relationship with the endangered Chicano
boy.
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®Based on Trevifio's filnography in Cardenas 18-20; Keller 47-48;
and ny own research. | include Robert Young's Al anbrista! because
it has been screened at Chicano filmfestivals and witten about
as a Chicano film Nonetheless, a split exists as to whether the
determning feature of "Chicano cinena" is Chicano production
(Cardenas 18-20) or a Chicano aesthetic or sensibility (Keller
48). A'so, sonme mght argue that Alanbrista! is better defined as
about the Mexican immgrant experience, although inmmgration and
Chi cano thenmes are often grouped together on political and
cul tural grounds.

" Interview by author and Lillian Jinménez with Severo Pérez,
February 3, 1990.

® East Los Angeles (ollege ME Ch. A Jeffries presents an Anglo
apol ogetic for these fil ms.

® @ her works on racial inages include: Oipps; Leab; Bogl e;
Friar and Friar; Bataille and Silet.

oWl | ; Pettit; Cardenas and Schneider; Keller.

Y'Mndiola refers, of course, to Arerico Paredes's now cl assic
text Wth a Pistol in Hs Hand: A Border Ballad and its Hero, the
source for the film Interestingly enough, neither the filmnor
Mndiola s essay nention Gegorio Cortez's statewde infidelities,
whi ch were di scovered after his arrest when nunerous wonen
appeared at the courthouse claimng to be his fiancee. Hs wife
| ater divorced him (95-96). Paredes, however, is quite clear on
the internal dynamcs within the Mexican comunity.

12 The errant Anglo translator who clains to "speak Mexican"
makes constant use of the present tense, first person conjugation
of Spanish verbs. Wen he accuses a Chicano of know ng where
Qegorio is hiding, he snarls, "I know (conozco) Gegorio Cortez.'
These errors are never fully explained to the English-speaki ng
Vi ewer .

"Cortés, "Chicanas" 96-97; see also Cortés, "Societal"; Cortés,
"Qeaser's." Hall (340-341) and Jauss (41) nake the sane poi nt
about the education role of the nmedia and the external factors
that affect a text's reception,
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“Aien and Gonery cite just one study on the role of nonfilmc
events in the production of neaning (257) . | have not been able to
locate any articles in the FilmlLiterature Index for the four
years since their book's publication.

1> The above renarks are based on an exam nation of the fol | ow ng
annot at ed bi bl i ographies: Austin, "Fl|mAudience"; Austin,
“Update"; Austin, "Research."”

® Review of Stand and Deliver in Mther Jones.

17 See the review of La Banba in Newsweek: Corliss; Rios-

Bust amant e; Amador; V@l | ey; Besas; and Dawes.

BFabri kant; Coldstein; Harnetz, "Hollywood'; Snowden; Valle,
"Rtchie"; and Valle, "La Banba.

¥ The resol ution, however, was limted to a nutual economc

exploitation that left racial attitudes unchallenged. Variety
provides the clearest, if not crudest, exanple of this line of
thinking in an article titled, "Qossovers Vie for Megabuck
Tortilla: Latinos & Anglos Seek to Break Ethnic Barriers" (Besas).
2Val dez, "An Artist"; Valdez, "Luis"; Marin; Marin, “Cheech

AQeans"; and Marin, "Cheech Marin."
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*l Reviews of The Mlagro Beanfield War and Stand and Deliver in

Nation. See also reviews of La Bamba in New Yorker and EH_
Tecolote. The devel opment of Chicano studies itself reflects the
di vi si ons between nai nstream Chicano directors and their
progressive critics. In the 1930s and 1940s, individual Chicano
scholars and civil rights groups such as the League of United
Latin Anerican Qtizens (LUWAO advocated assimlation. 1In the
1960s and 1970s, the Chicano Moverent (and the energent Chi cano
studies prograns) rejected assimlation and stressed a separate
Chicano identity. Since the 1980s, the work of the early Chicano
schol ars has been seen as progressive within its own historical
context, which has |ead sone Chicano scholars to seek a new
paradi gmthat addresses the two inpulses: assimlation and
cultural identity (Miioz). As yet, however, no consensus exists
on howto interpret "basic capitalism or the profit notive as a
force within the Chicano coomunity. Carlos Cortés outlines a
“Chicano Media Action Programi that puts the onus upon Chicano
consuners to use the commercial nedia to their own advantage
(Cortés, "Qeaser's" 36-39). Chicanos need to "vote with their
feet" for Chicano fil makers, because “[s]upport brings noney, and
noney can nean better Chicano filns in the future" (137). Cortés
applies the sane formula to other Chicano nedia , wherein an

I ncreased audi ence woul d i ncrease advertising revenue and "provide
the financial base for greater social activism' (136).

The rel ationshi p between the Chicano audi ences and nedi a,
however, is not a direct one, since the nmedia nust cater to
advertisers (who want a suitable forumfor their ads) and studi os
(which want to reach the general audience) in order to obtain the
needed funds and - - i n the case of novies -- distribution. See,
for exanple, M ascencia' s examnation of the inpact of advertisers
on Low R der nagazi ne.

2 U'S News and Wrld Report also identifies the filmas both

Chi cano and uni ver sal .
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2 peopl e; Variety; The New York Tines. The Los Angel es Times
was the only mai nstreamperiodical to identify the dual thene:
"the second-class nature of American citizenship for ethnic
mnorities and the desperate situation in which illegal aliens
find thensel ves."

% Reviewers did not consider the inplications behind the
prot agoni st's shooting of his old neighbor, Amrarante Cordova. the
final scene, however, can be read as Cordova's death: he is seen
wal ki ng down the road toward hone, when the Coyote Angel suggests
a shortcut across a field, and the two junp over a fence and
di sappear. In the previous scene, Cordova had just regai ned
consci ousness in the hospital, but was in no condition to be
rel eased, |et al one wal k.

® This statenment undermines the generalizations in the

mai nstreampress that equate ethnic mddl e-class status or
aspirations with material gain and the loss of cultural identity.
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Table 1: FilmReviews

Sour ce:

Banba / Born / Mlagro_/ Stand

MAI NSTREAM NEWS/ CPI N ON
Newsweek

Tine

US News & Wrld Report.
Los Angel es Ti mes,

New York Tines

ALTERNATI VE NEWS/ CPI N ON
Quardian

In These Tines

Mot her Jones

The Nation

Village Voice

H SPANI C NEWS/ CPI N ON
Anericas 2001
La ?l ni on
ecolote
Lh| dad

TRADE JOURNAL
Vari ety

AESTHETI 0 ENTERTA NVENT
Anerican Flm

d neaste

Hori zon

Rolling Stone

VWOVEN
d anour

Vogue

RELI Q OUs

Anerica

The Christian Century
Christianity Today
Commonweal

EDUCATED - ELI TE*

New Yor k

New Yor ker

The New Republic

The Anerican Spectat or

QBS P
Peopl e Wekly

Fromthe top: liberal (2),

N XX X X
X X

XX N X X

X
X

X

XX XX

XX XX

w

X X

X X
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Page 43

XXX X X NN XX

X XN X

X

X X X

X

conservati ve..



WORKS A TED

Secondary Sources:

Alien, Robert C, and Douglas Gonery. Fi ImHstory: Theory and
Practice. New York: Alfred A Knopf, 1985.

Austin, Bruce A.  "F ImAudi ence Research, 1960-1980: An
Annot ated Bi bliography.” Journal of Popular Filmé&
Television 8.2 (1980): 53-60.

- - -. "HImAudi ence Research, 1960-1980: An Update." Journal of
Popular Film£ Television 8.4 (1981): 57-59.

---. Oitics' and Consuners' Eval uations of Mdtion Pictures: A
Longi tudinal Test of the Taste Qulture and Hiti st
Hypot heses." Journal of Popular Film & Tel evision 10.4
(1983): 156- 167.

- --. "Research on the Fil mAudi ence: An Annotated Bi bl iography,
1982-1985." Journal of Popular Film& Television 14.1 J)1986):
33-39.

Bataille, QGetchen M, and Charles L. P. Silet. The Pretend
Indians: Images of Native Arericans in the Mvies. Anes:
The lowa State University Press, 1980.

Bogle, Donald. "'B ... for Black." FImComent. Sept./Cct.
1985: 31- 34,

- --. Tonms, Coons, Mil attoes. Mamm es and Bucks: An Interpretive
Hstory of Blacks in Arerican Filns. New York: VM king
Press, 1973.

Burton, Julianne. "Marginal G nemas and Mainstream Qiti cal
Theory." Screen 26.3 (1985): 2-21.

Canplis, Francisco X "Towards the Devel opnent of a Raza G nena.
Tin Tan Magazine 2.5 (June 1977) : 5-7.

Candel aria, Cordelia. "FilmPortrayals of La Mijer H spana."”
Agenda: A Journal of H spanic Issues 11.3 (My-June 1981) :
32- 36.

Cardenas, Don and Suzanne Schneider, eds. GChicano Inages in Film
Denver, OO Denver International FlmFestival, 1981.

G ne-Aztlan. La Raza FilmBibliography. Santa Barbara, CA Q ne-
Aztl an, 1974.

Page 44



Cortés, Carlos E "Chicanas in Film Hstory of an Inage."
Chicano A nema:  Research. Reviews, and Resources. Ed. Gary
[1).08Kel ler. Binghanmton, NY: Bilingual Review Press, 1985. 94-

---. "The Geaser's Revenge to Boul evard N ghts: The Mass Medi a
Qurriculumon Chicanos.” Hstory. Qulture, and Society:
Chicano Studies in the, 1980s. National Association for
Chicano Studies. Ypsilanti, M: Blingual Press/Editorial
Bi | i ngue, 1983. 125-140.

---. "The Societal Qurriculum Inplications for Miltiethnic
Education. ™ Education in the 80s: Miltiethnic Education.
Ed. James A Banks. Washington, B.C: National Education
Associ ation, 1981. 24-32.

Cisp, Thomas. Sow Fade to Black: The Negro in Arerican Film._
1900-1942. New York: ford Uhiversity Press, 1977.

Del par, Helen. "Mxico, the MPPDA, and Derogatory Filns, 1922-
1926." Journal of Popular Film& Television 12.1 (Spring
1984): 34-41.

English, John W Qiticizing the Oitics. New York: Hastings
House, 1979.

Fish, Stanley E [|s There a Text in This dass? The Authority of.
Interpretive Coomunities. Canbridge: Harvard University
Press, 1980.

Friar, Ralph, and Natasha Friar. The Only God Indian. New York:
Drama Book Specialists, 1972.

Querni ca, Antonio Josée. "Chicano Production Conpanies: Projecting
Reality, pening the Doors." Agenda: A Journal of H spanic
Issues 8.1 (January-February 1978): 12-15.

Hal I, Stuart. "Qulture, the Media and the 'ldeological Efect.""
Mass Communi cation and Society. Ed. Janmes Qurran, M chael
Qurevitch and Janet Wl | acott. London: Edward Arnold, 1977.

315- 348.

Jauss, Hans Robert. Toward an Aesthetic of Reception. Trans.
Tinothy Bahti. Mnneapolis: Uiversity of Mnnesota Press,

1982.

Johansen, Jason C "Pensamentos: Notes on Chi cano d nema. "
Chicano A nena Newsletter 1.4 (June 1979): 6-8.

Keller, Gary DO "The Inmage of the Chicano in Mexican, United
States, and Chicano U nema: An Overview "  Chicano G nena:
Research. Reviews. and Resources. Ed. Gary D. Keller.

Bi nghanton, NY: Bilingual Review Press, 1985. 13-58.

Page 45



Leab, Daniel J. From Sanbo to Superspade: The Bl ack Experience
in Mtion Pictures. Boston: Houghton Mfflin, 1976.

Lewel s, Francisco J. "Racismin the Media -- Perpetuati n% t he
Stereotype.” Agenda: A Journal of H spanic Issues 8.1
(1978): 4- 6.

Linmon, José E "Stereotyping and Chi cano Resi stance: An
Hstorical Drension." Aztlan 4.2 (Fall 1973): 257-270.

Metz, Christian. FilmLanguage. Trans. Mchael Taylor. New
York: Oford University Press, 1974.

Mndiola, Tatcho Jr. "FilmGQitique: The Ballad of Gegorio
Cortez." La Red/ The Net no. 80 (My 1984): 11-17. Rpt. in
Tonantzin 4.1 (Novenber 1986): 14-15; and Sout hwest Medi a
Review (no citation).

Moral es, Sylvia. "Chicano-Produced Cellul oid Mjeres.” Chi cano
dnema: Research. Reviews, and Resources. Ed. Gary D
Keller. Binghanton, NY: Bilingual Review Press, 1985. 89-
93.

Mifoz, Jr., Carlos. "The Quest for Paradigm The Devel opnent of
Chicano Studies and Intellectual s." story. Qulture, and
Society: Chicano Studies in the 1980s. National Association
for Chicano Studies. Ypsilanti, M: Bilingual
Press/Editorial Bilingle, 1983. 19-36.

Pettit, Arthur G Inages of the Mexican Arerican in Fiction and
Film (College Station, TX Texas A&M Lhiversity Press, 1980.

M ascencia, Luis F. B. "LowR ding in the Southwest: CQultural
Synbols in the Mexi can Community." Hstory. Qulture, and
Society: Chicano Studies in the 1980s. National Association
for Chicano Studies. Ypsilanti, M: Bilingual
Press/Editorial Bilingue, 1983. 141-176.

R os-Bustamante, Antonio. "“Latinos and the Hollywood Film
| ndustry, 1920-1950S." Anericas 2001 1.4 (January 1988): 6-
12. [Aso listed as a prinmary source. ]

Rof f man, Peter and Ji m Purdy. The Hol Il ywood Social Problem Film
Madness. Despair, and Politics fromthe Depression to the
Fifties. Bloomngton, IN Indiana Uiversity Press, 1981.

Spence, Louise, and Robert Stam "Racismin the Gnema: Proposal

for a Methodol ogi cal Mdel of Investigation.” Citical ts:.
A Journal for Media Studies 2.4 (1983): 6-12.

Page 46



s

~

Stam Robert, and Louise Spence. "Qolonialism Racism and
Representation: An Introduction.” Screen 24.2 (1983). Rpt.
in Mvie and Methods:  Volune 1. Ed. Bill N chols.
Berkeley: University of California Press, 1985. 632-649.

Trevi Ao, JesUs Salvador. “Chicano Qnena." New Scholar 8 (1982):
167- 180.

WIllians, Linda. "Type and Stereotype: Chicano Inages in Film"
Frontiers 5.2 (Sumer 1980): 14-17. Rpt. in Chicano G nena:
Research. Reviews. and Resources. Ed. Gary D Keller.

B nghamton, NY: Bilingual Review Press, 1985; and Chi cano
Ilmages in Film Ed. Don Cardenas and Suzanne Schnei der.
Denver, QO Denver International FlmFestival, 1981.

Wll, AienL The Latin Inage in Arerican Film Los Angel es,
CA UQA Latin Anerican Center Publications, 1977.

Primary Sources:.

Amador, Qnar G "Latin Lovers, Lolita and La Banba." Anericas.
Jul y/ Aug. 1988: 2-9.

Anrig, CGeorge R, President, Educational Testing Service. "The
Testing Sory that Cane to the Screen as Sand and Deliver."
Editorial. The New York Tines. 12 June 1988, sec. |V 26.

Barrios, Gegg. ~Ritchie Valens' Roots." Los Angeles Tinmes. 19
July 1987, C 3+.

Besas, Peter. "Qossovers Vie for Megabuck Tortilla: Latinos &
Angl os Seek to Break EtEhnic Barriers.” Variety. 23 Mr.
1988, 43+.

Broeske, Pat H "Another Vr CQver the 'Beanfield.'" Los Angeles
Tinmes. 31 May 1987, C 34.

Corliss, Rchard. "Born in East L.A: Hollywod can be a Tough
Town for non-Anglos." Tinme. 11 July 1988: 66-67.

DCawes, Any. "Hspanic Mart Promses Big B.Q But Sudio
Pursestrings Tight." Variety. 23 Mar. 1988, 86.

East Los Angeles ME Ch. A Gang Exploitation FilmCommttee.
Position on "Gang" Exploitation Filns. Packet. Monterey
Park, CA East Los Angeles (ollege ME Ch. A, 1979.

Fabrikant, Geraldine. "Canpaign Propels La Banba.” The New York
Times. 13 Aug. 1987, sec. |V 19

Gl dstein, Patrick. "MV La Banba - - Adman's (oup." Los Angel es
TimesTines. 26 July 1987, C 90-91.

Page 47



Harnetz, Ajean. "Hollywood Ganbl e en Espafiol ." The New York
Times. 18 July 1987, sec |: 9.

---. "Math Sars in a Mvie." The New York Tinmes. 20 Mar. 1988,
sec. Il: 21+.

Hubbard, Kim "Beating Long Gdds, Jaine Escalante Stands and
Delivers, Helping to Save a Faltering Hgh School." People
Wekly. 11 Apr. 1988. 57-58.

Jeffries, Georgia. "The Low Riders of Wittier Boul evard."
Arerican Film Feb. 1979: 58-62.

Marin, R chard "Cheech." Interview Amrericas 2001. June/July
1987: 18-21.

---. Interview "Cheech Qeans W Hs Act." O neaste. 16.3
(1988) : 34-37.

---. Interview "Cheech Marin, un personaje naci6 en el Este de
Los Angel es.” La Qpinidn. 23 Aug. 1987, PD 4-5.

R os-Bustanmante, Antonio. "Latinos in the Hollywood Film
| ndustry, 1920-1950S." Americas 2001. Jan. 1988: 6-12.

Rodriguez, Jorge Luis. "Los Santos en el Celul oi de Anericano." La
Qpi ni 6n. 26 Mar. 1988: 1-2.

Showden, Don. "La Banba Party 'dassic Hollywod.'" Los Angel es
Times. 20 July 1987, sec. M: 5.

Val dez, Luis. Interview "Luis Valdez Habla Sobre La Banba." La
Qoini6n. 24 July 1987, sec. |l1: 1+,

---. Interview "An Artist Wio Has Blended Art and Politics." H.
Tecolote. Oct. 1987: 9+.

Valle, Victor. ~ritchie Valens FilmBoosts Prospect of Dubbing,
Subtitles." Los Angeles Tinmes. 24 July 1987, sec. M: 1+

- --. "lLa Banba May Change Fi Il mMarketing." Los Angeles Tines. 29
July 1987, sec. M: 1+.

---. "Real-Life Hashbacks to 'Stand, Deliver.'" Los Angel es
Times. 17 Mar. 1988, sec. M: 1+.

val | eg),o VWayne. "lLa Banba Vkes Up Hol | ywood: H spani c_Mar ket
tential Pondered.” Advertising Age. 10 Aug. 1987: 41.

Page 48



La Bamba revi ews:

Arericas 2001. Sept./Cct. 1987: 7. Consuel o Preci ado.
d anour. Aug. 1987: 200.
In These Tinmes. 22 July-4"Aug. 1987. 19. Pat Aufder hei de.

La oinion. 22 July 1987, sec. |I: 1+ Juan Rodriguez H ores.
Los Angeles Tines. 24 July 1987, sec. VI: 1. Sheila Benson.
The New York Times. 24 July 1987, sec. Il: 23. Janet Maslin.

New Yorker. 10 Aug. 1987: 71-72. Pauline Kael .
Newsweek. 17 Aug. 1987. 66-67. Jennifer Foote.
Rolling Stone. 13 Aug. 1987: 13. Anthony DeCurtis.
B Tecolote. Sept. 1987: 11-12. Victor Mrtinez.
Time. 17 Aug. 1987: 62. R chard Corli ss.

Unidad. 12 Cct. 1987 12. Maggi e Car denas.

US News & Wrld Report. 10 Aug. 1987: 48-49. John Podhoretz.
Variety. 20 May 1987: 16. Cart.

Video. Feb. 1988: 64. Scott Isler.

Village Voice. 28 July 1987: 64+. R J. Smth.

Born in
La Qpinion. 22 Aug. 1987, sec. |IV. 1. Juan Rodriguez H ores.
La Qpi nion. 23 Aug. 1987, PD 5. Juan Rodriguez H ores.

Los Angel es Tines. 24 Aug. 1987, sec. M: 1. Kevin Thonas.
The New York Tinmes. 24 Aug. 1987, sec. Ill: 14. Garyn Janes.
Peopl e Veekly. 14 Sept. 1987: 14. Tom Qunneff.

Unidad. 12 Cct. 1987: 12. Maggi e Cardenas.

Variety. 26 Aug. 1987: 15. Cart.

East L. A reviews:

The Ml agro Beanfield war reviews:

Arerica. 2 July 1988: 19. R chard Bl ake.

Arerican Film Mr. 1988: 26-31+. Jill Kearny.

The Anerican Spectator. June 1988: 40-41. Bruce Bawer.

The Christian Century. 27 Apr. 1988. 433-434. Dean Peernan.
Commonweal . 22 Apr. 1988. 244-245. TomO Brien.

damour. Apr. 1988: 210. Stephen Schaefer

Quardian. 13 Apr. 1988:. 17. Dan Gohén and Ann Gael .

Hori zon. Mar. 1988: 14-16. Stephen Schaefer. _

In These Times. 22 Apr.-3 May 1988: 20. Pat Aufder hei de.

La Qoinion. 2 Mar. 1988, sec. Il: 1+ Juan Rodriguez H ores.
La Qpinion. 26 Mar. 1988, sec. Ill: 1-2. Jorge Luis Rodriguez..
La Qoinion. 27 Mar. 1988, PD 3. Juan Rodriguez H ores.

Los Angel es Tinmes. 18 Mar. 1988, sec. M: 1. Sheil a Benson.
The Nation. 30 Apr. 1988: 619. Janes Lardner.

The New Republic. 18 Apr. 1988: 30-31. Stanley Kauffnan.
New York. 11 Apr. 1988: 113. Davi d Denby.

The New York Tines. 18 Mar. 1988, sec. Ill: 17. Vincent Canby..
Newsweek. 28 Mar. 1988: 67-69. David Ansen.
Peopl e Wekly. 4 Apr. 1988: 10. Peter Travers.
Time. 28 Mar. 1988: 74. R chard Corli ss.
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Unidad. 11 Par. 1988: 9. Lorena Corea and Venustiano d guin, Jr.
Variety. 16 Mar. 1988: 14. Cart.

Village Voice. 29 Nar. 1988: 80. David Edel stein.
vogue. Mar. 1988: 64+. Lui sa Val enzuel a.

Sstand and Deliver reviews:

Arericas 2001. Nov./Dec. 1987: 12-14. Rena Miro.

The Christian Century. 27 Apr. 1988: 434. Dean Peer nan.
Christianity Today. 2 Sept. 1988: 61. Stefan Ustein.

O neaste. 16.4 (1988): 52-54. Alice Qoss.

GCommonweal . 3 June 1988: 341-342. TomO Bri en.

d anour. My 1988: 215-216. Joy Goul d Boyum

Quardi an. 8 June 1988: 12. S. E Anderson.

In These Tinmes. 6-12 Apr. 1988: 20-21. Pat Aufderhei de.

La Qoinion. 2 Mar. 1988, sec. Il: 1+ Juan Rodriguez Fl ores.
La pinion. 13 Mar. 1988, PD 3. Juan Rodriguez H ores.

Los Angel es Times. 10 Mar. 1988, sec. M: 1. Sheila Benson.
Los Angel es Times. 29 Mar. 1988, sec. M: |. Charles Chanplin.
Mther gJones. Apr. 1988: 24-26+. Pat Aufderhei de.

The Nation. 30 Apr. 1988. 618-619. James Lardner.

Newsweek. 14 Mar. 1988: 62. Jack Kroll.

New York. 18 Apr. 1988: 100-103. David Denby. _
The New York Tines. 18 Mar. 1988, sec. |Il: 14. Janet Maslin.
The New York Times. 20 Mar. 1988, sec. |l: 21. Janet Maslin.
Peopl e Wekly. 18 Apr. 1988: 10. Tom Qunneff.

H Tecolote. Apr. 1988: 13. Carl os A cal a.

Time. 4 Apr. 1988: 77. R chard Corliss.

Lhidad. 25 Apr. 1988: 5 Ed Gal |l egos.

Variety. 17 Feb. 1988: 22. Cart.

Village Voice. 29 Mar. 1988:. 80. David Edel stein.
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