102 The Poetical Is the Political

“hegemonic feminism” by lesbians and women of color in the U
States and the Third World itself constituted a third-wave move
Others see this as a process that has cleared the way, making it
for a younger generation to take the movement in new directions.
others still, the wave metaphor is always falsely homogenizing, u!
to the variety of sites of feminist movement activity.** But however o
characterizes it, feminist activity is alive and well in the twenty-first
tury, both in the form of ongoing women’s movements and in the im
of feminism within other progressive movements.
It is also clear that as these movements continue, poetry will contil
to be a powerful feminist tool. The feminist music movement, w
has always been closely linked to feminist poetry, was given ren
energy in the 1990s by new feminist music, most notably the ind
dent folk/rock of Ani DiFranco, the post-punk energy of Riot Grrrls,
and feminist rap by performers like Queen Latifah. The feminist poetry
movement is also one of the forces behind the renewed energy in per-
formed, or “spoken word,” poetry. Growing as well out of the powerful
hip-hop culture pioneered by black and Latino/a youth (which in turn
owes much to black power and Latino/a nationalist poetics), spoken
word performance is an important site of feminist consciousness-raising

for younger women (and men), and a sign that poetry will continue to
be one key site of feminist action for years to come.
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outlaws who fought ranchers and Rangers in Texas), as well as &
daily acts of resistance during many generations. The process of “lwy
ing Mexican American,” as George Sinchez named it, was long, ¢
plex, and multifaceted.! It produced identities riddled with contradict
resulting from decades of racism, externally imposed and internal
Before the 1960s, many Mexican Americans, especially those in a
but influential middle class, believed that the best way to be accepted
Americans was to deny much of the Mexican and Indian side of th
heritage and to assimilate into the white or “Anglo” world. But |
world was most often hostile and exploitative rather than welcoming
Despite legal gains made by Mexican American civil rights groups like
LULAC (the League of United Latin American Citizens, a group similas
to the NAACP), the veterans’ group GI Forum, and others, Mexica
Americans entered the 1960s segregated in barrios (Spanish for “neigh-
borhoods”), with inferior schools and services, high unemployment,
and a staggering rate of poverty. They were routinely subject to racist
insults to their culture, as well as brutality from the police and discrimi-
nation from employers. The once open border between the United
States and Mexico had become a zone of harassment separating families
and loved ones, and subjecting both Mexican visitors and Mexican Amer-
ican citizens to constant threats of deportation or refusal of reentry.
But resistance was also present amid assimilation and acquiescence.
The popular front social movement of the 1930s and 1940s, driven by
labor union struggles, shaped many future leaders of what would be-
come the Chicano movement.? Mexican American labor leaders like
Josephina Fierro de Bright and the “cannery women” strikers in Cali-
fornia, and Bert Corona of the Los Angeles branch of the longshore-
men’s union, set models for later activism and in some cases directly
involved themselves in the new struggles of the 1960s and 1970s. Many
Mexican American activists in the 1930s were also part of El Congreso
de Pueblo de Habla Espaiiol, an important progressive political coalition
of “Spanish-speaking people.” Despite significant racism among the
white working class, the workplace in the 1930s and 1940s also included
multiracial coalitions, reflecting the sense that class unity was needed to
overcome the racist “divide and conquer” strategies of employers.?
When the new “Chicano generation” rose to prominence in the 1960s,
it had to negotiate the complications of these multiple identities, chal-
lenging assimilation, building on activist models laid by predecessors,
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nted graffiti logos)- Initially less familiar but soon
drawn from indigenous art, especially Aztec, Qlmec,
ces, round out those elements that contributed
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that had, by the 1960s, become part of a na-
ol youth canos, and you have the main
WA repertoire used for movement murals. In various combinations
se images became the aesthetic base for the articulation of complex,
palnted political messages that played a key role in reinventing Mexican

Aniericans as Chicanos.
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Painting History on the Wall
the interwoven histories of Chicano
P’ll view the murals as expressions of key aspects of
il issues in el moviniento, while periodicaﬂy addressing the political
possibilities and limits of the community mural as a form. I'll discuss a
ties of murals created by Chicano and Chicana artists from the late
{u60s to the present, emphasizing that, like other movements, the Chi-
. 4o movement continues, despite setbacks and changes, to this day.
T'he intertwined nature of the Chicano movement and the mural
movement is apparent already in one of the first Chicano murals exe-
.uted in California. Painted by Antonio Bernal on the wall of the offices

of United Farm Workers/El Teatro Campesino cultural center in Del Rey
in 1968, this mural can be read as a kind of origin story of the Chicano

\u | explore Ja movement(s) and
{ |icana/o murals,

movement.”
£ the mural immediately points to one of

To begin with, the location O
the political struggles that gave birth to the Chicano movement and
underscores that murals were not the only important Chicano move-
ment art form. El Teatro Campesino (The Farmworkers' Theater) was a
vital theater group that grew up on the front lines of the farmworkers’
union movement led by César Chavez and Dolores Huerta. El Teatro
Campesino originated in the felds in actos (one-act skits) performed by
farmworkers themselves that urged their companeros and compafieras to
union. Under the guidance of Luis Valdez, El Teatro later
ire to take up issues facing urban Chicanos and
mworker families and their city counterparts. El
Chicano theater troupes that formed through-

the Southwest.
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expanded its reperto
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Turning to the mural itself, and “reading” it from left to right, we gt
a clear, strong portrait of the forces feeding into and inspiring the (-
cano movement. On the far left we see La Adelita, mythical heroine
the Mexican Revolution of 1910. La Adelita is a kind of composite figuig
for all the soldaderas (women warriors) who fought in the revolution,
one whose spirit has often been celebrated in corridos (political ballads,
which have a long history in Mexican and Mexican American culture).
That revolution sought to return control of Mexico to ordinary peasanty
and workers, particularly to those of Indian ancestry who had never
fully accepted Spanish domination. This celebration of indigenismo (the
native indio component of Mexican identity) was part of a similar cele-
bration of the Indian part of Chicano identity and a downplaying of the

European side (seen as too close to the dominant U.S. Anglo identity),

Alongside La Adelita are two heroes of the revolution, Emiliano Zapata
and Pancho Villa. These two peasant leaders became folk heroes to young

Chicanos who saw themselves as involved in a similar guerrilla struggle

of poor farm laborers and industrial workers against Anglo domination
in the United States. To the right of Villa is the legendary Joaquin Muri-
eta, the Mexican/Californian Robin Hood of the gold rush era. Murieta
is said to have fought bravely against European American gold miners
who stole the claims of Mexican Californians. The gold rush era was the
time when the transition of California from a Mexican to an Anglo
state was largely completed, primarily through the illegal seizure not
only of mine holdings but of many of the landholdings of Mexican Cali-
fornians under the newly imposed, Anglo-dominated state government.
Murieta symbolizes resistance within the confines of the once Mexican
parts of the United States, just as Zapata and Villa represent resistance
by ordinary people to class and racial hierarchy within Mexico proper.
Like La Adelita, Murieta has been and continues to be the subject of
numerous corridos.

These four figures from history served to evoke a heritage of struggle
by the peoples inhabiting the space where Mexico and the United States
have permeable boundaries. They express that el movimiento, though
often led by young people, quickly developed a strong sense of history
and drew strength from a long line of figures that had struggled in greater
Mexico (including the U.S. Southwest) for justice against oppression.
Retelling the history of Mexico and of Americans of Mexican descent

was a key part of the movement. This desire to create a new history free
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through city, county, state, and national electoral campaigns that
the same time movements of community and Chicano culturgl:
In Denver the Crusade for Justice, led by Rudolfo “Corky” (;
was a powerful grassroots movement with a strong separatis
celebrated Chicano culture and the most militant heroes of the
and Cuban revolutions. Significantly, Gonzales was also the p
an urban barrio; a bit younger than Chévez and Tijerina, he was
able to express the spirit of an increasingly young and urban M
American generation. Gonzales’s epic poem, Yo Soy Joaquin (|
Joaquin®), later made into a short film by Luis Valdez of El Teatro
pesino, was a powerful compilation of Chicano history from the Aztecs
the United Farm Workers, which drew together and popularized
of the key themes and aesthetic motifs of Chicano cultural national
California was the center not only of the United Farm Workers
also of the struggle for Chicano studies in the universities, a stru
won usually through student protests and strikes. In Santa Barbara, Call-
fornia, the creation of El Movimiento Estudiantil Chicano de Aztlis
(MEChA) in 1968 united several existing student groups into the single
most important student group of the Chicano movement, one that be-
came a force on and off campus, in high schools as well as community
colleges and universities. California was also home to one of the most
radical, paramilitary groups in the movement, the Brown Berets, a
group with many similarities to the Black Panthers that protested police
brutality in the barrios and often provided security for marches and
rallies. These various groups had differing ideas and agendas, some
reflecting regional variations in the lives of Chicanos, some represent-
ing differences in political ideology, but all were imbued with a sense
that Chicanos would never accept being second-class citizens ashamed
of their culture. Some of the energy of MEChA emerged from the great
student “blowouts” of March 1968. Begun as a student strike at Abraham
Lincoln School in East Los Angeles, the blowouts eventually involved
more than ten thousand students and effectively shut down the city
school system. The thirty-six demands of the strike committee included
hiring Mexican American and Spanish-speaking teachers and adminis-
trators, offering classes in the history of Mexican and Mexican Ameri-
can culture, and ending other racist practices in the schools. On the
picket lines outside the schools and school board headquarters, signs
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including white radicals, furthering revolutionary change, while ¢
held a separatist all-black position. Similarly, Chicano groups diy
over this strategic question. This division is usefully invisible in the i
Probably the majority of people in the community would rea
Che mural more modestly and generally as a reminder that in the
world, people of color are the majority, not the minority, and that wil
the United States no one should accept the second-class status that
term minority conveys. There is also an attempt to give historical d
to the community through an infusion of indigenismo in the form of |
letter A done in the shape of a Mayan pyramid. These various politicl
positions do not easily coexist, and they became the source of bitie
ideological struggle, especially in the early 1970s. But the mural shows
that the phrase “We Are Not a Minority” is meaningful to a very large
segment of the Chicano community, a community that the visual rhel
oric of such murals helped to form.
The Del Rey and Che murals dramatically convey the political bravade
of the early years of the movement, roughly 1968 to the early 19708,
when certain cracks and contradictions just beneath the surface could
still be plastered over. Eventually, failure to come to terms with ideolog;
ical contradictions between reformism and revolutionism, as well as
others regarding gender and class, would be part of the undoing of the
most radical phase of the movement. I want to suggest here that these
murals were expressing a strategic ambiguity or openness that is a key
ingredient in moments of movement formation. Such images of com-
munity speak a connection caught in el movimiento’s terms by carnal-
ismo, a “blood” connection deeper than ideology and carried not biolog-
ically, as the term misleadingly suggests, but through a shared cultural
history of exploitation, oppression, and resistance. Such a notion is part
of an “essentialist” moment that is probably an inescapable phase in
any emerging movement. “Essentialist” notions (suggesting a natural,
biological, essential connectedness) must always be weighed strategically
against the costs of suppressing necessary debate about political and
cultural differences. These moments embody a confusion between the
idea that the movement expresses the community, and the truer sense
that it is part of an attempt to invent such a community, one that existed
previously as at best a potentiality.
If these first two murals capture well the radical, even revolutionary,

fervor of the early Chicano movement, we turn now to some murals that
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labor exploitation, at once pre-Christian indio and a Catholic I
Again, these elements might evoke complicated political and ¢yl
contradictions if put into words, but here they are held together
lessly by the powerful nonverbal language of muralism.

The park in which this and almost two dozen other murals &
was created through a struggle over public space— one that most
munity mural work entails to some degree but that is dramatically ll
trated by the history of this particular project. A struggle for public
erupted when a longstanding request for a park in the Barrio I«
section of San Diego was answered instead with a city plan to shove
eight-lane interstate freeway through the heart of the barrio, displacing
more than five thousand people. This struggle over land could be linked
to the history of Chicano resistance to Anglo landgrabbing going back
to the mid-nineteenth century, while also remaining very much a prag
matic current issue. More broadly, it can stand for the attempt in bar-
rios across the country to create Aztlén, for what the park makers were
doing was reclaiming local space as their own. Aztldn was both a myth-
ical homeland and a very real way to rename the land where Chicanos
lived. As one of the participants in the park struggle put it: “In English
barrio means ‘ghetto. In Spanish it means ‘neighborhood’” Aztlan was
not just a mythical place in the past but a symbol of the way in which
the Chicano movimiento was returning the barrios to the people who
lived there, making them places that celebrated and defended the inter-
related cultures created by Mexicans and U.S. citizens of Mexican descent.
Nothing stated that reclamation more visibly than the proliferation of
thousands of murals produced in and around the Chicano movement
culture.

While the freeway could not be stopped, an attempt to set up a High-
way Patrol parking lot beneath the freeway was met by an occupying
army of Chicanos who claimed the site as their own. Surrounding and
then appropriating the bulldozers sent to lay out the parking lot, the
community members began instead to build a “Chicano Park” After a
long, intense struggle, the community won their battle and the park was
built, complete with a Centro Cultural de la Raza that is still 2 commu-
nity rallying point today. This Chicano cultural center was one of dozens
of similar spaces throughout California, Texas, the Southwest, Colorado,
and anywhere else Chicano communities existed. These cultural centers
acted as educational institutions, organizing points, and artists’ studios,
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gang of homeboys killing another homeboy. While indigenismo was |
criticized by some people as an uncritical celebration of the Aztec

other Indian empires that failed to acknowledge their oppressive ¢
ments, there is here already an ironic suggestion that the much myth
ogized Aztec religious practice of human sacrifice is preferable 1o
meaningless street sacrifice of homeboy life. But there is also an inspi

suggestion that a historically deep warrior spirit has been misdirected
to rub out fellow members of la raza rather than to uphold and build

cultural traditions,

An extraordinary piece entitled The Wall That Cracked Open, on a
related theme, richly documents the power of a mural as public art (o

intervene directly at a specific site of social struggle. Executed by Willie

Herrén in City Terrace, East Los Angeles, in 1972, this mural was done
on a cracked wall in an alley where the artist’s brother was beaten nearly

to death by gang members, and it ingeniously incorporates the already
present gang graffiti into the composition. The multiply layered message
here includes the idea that the graffiti is itself part of an aesthetic impulse
that could be further developed and redirected, just as gang violence
could be redirected in more politically charged directions, Mural projects
were sometimes used to accomplish precisely that form of redirection,
One of the most artistically unusual Chicano murals brings together
several issues, from the local to the national to the international, sug-
gesting their linkage as part of the continuum of Chicano experience.
The piece is Black and White Moratorium Mural, by Willie Herrén and
Gronk, done in 1973 at the Estrada Courts housing project in East Los
Angeles (undoubtedly the most muralized housing project in the world,
with more than ninety murals). As the name suggests, the mural is
unusual first for being done in black and white rather than the far more
common rainbow of bright colors, but the subdued colors are appro-
priate to the subject matter. The subject is war, war abroad and at home,
and the black, white, and gray tones echo one of the great antiwar paint-
ings of the twentieth century, Pablo Picasso’s Guernica. The wall com-
memorates an event known as the Chicano moratorium, a march and
rally in August 1970 involving more than thirty thousand people who
opposed the war in Vietnam and linked that war to war at home against
Chicanos. While often misrepresented as a white student movement,
the antiwar movement had many dimensions, many constituencies, and

Revolutionary Walls 119

Wall, by Willie Herron and Gronk, 1973. Courtesy of
atk,

i torium
Black and White Mora
,ucial and Public Art Resource Center.

a tactic that declared an escalating sertxlt:s
day was added for each month the

many links to -
part of the national moratorium,

o inst the war (a new i le of color
of Smket;iaY':;)ga The Chicano march was protesting that people
war continued).

ing i at a rate
i i icular, were dying in the war

; , and Chicanos in particular, : R
e ir percentage of the population. The war was dg (Werty
S —— cople whose experiences of racism an¢ p o
Elni’able to being drafted and to ei?hstmg ouhod
ral vividly depicts the police riot unleashe
at the end of the rally, capturing the screams

- o ts visited rou-
g ’ ice brutality to similar ac o
of victims and linking this police the Los Angeles police, in what

. ot '
i io residents. In that riof, ! s

- Ol'l bac'll.mls an accident but what others believed to be an

they claimed wi

; : i Salazar.
Killed Chicano journalist R‘:—:;:‘es Times and was one of the very

ansmit el movimiento’s ideas fairly
a major blow and has been com-

disproportionately by
made them far more v
cconomic need. The mu
against the demonstrators

tion,
naSalazar had worked for the Los A

few journalists who were acting to tr
s Hl: dea(tih wtamsforks in addition to this one. The
ar .
d in other murals and artwor ; s
memora(;eth mural that memorializes it also pointed
rally and the

equence, more
being decimated by the costs of the war. As a conseq
were bein:




Revolutionary Walls

120 Revolutionary Walls

Chicanos were dying in the streets of the United States from |
nomic violence that leads to gangs and drug abuse. In these
mural brilliantly encapsulates the arguments of the Chicano i
as they moved from the barrio to the national government tu |
tional politics and back again.

ChicanismA

Most participants in and observers of the Chicano movement agres
the first phase of the movement had come to an end by the mid
That period accomplished a great deal. El movimiento had succeedil
creating a new sense of identity that all people of Mexican d
benefited from and were affected by, even those more conservative
who rejected the term Chicano. A new sense of the dignity and depth
Mexican and Mexican American character and culture had been achi
through the work of countless organizers, including the cultural workets
who made poems, paintings, dramas, movies, dances, and, most visibly

and Public

uerta. Courtesy of Social

ing” es H
{u Ofrenda (“The Offering”) for Dolor
A i1 esource Center.

and tangibly, murals, to represent the key components of this new iden ¢ Norma Alarcén, Gloria Anzaldia,
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a composite figure of all the anonymous women who followed him
Villa into battle. And this very image of battle was part of the pr
for too many in the movement, the rhetoric of armed struggle
the only language to express Chicano manhood, and a fetishizing
gun, as with the Black Panthers, often got in the way of the real st
for the hearts and minds of everyday Chicanos.

Thus, Cervantes’s mural also represents work done by Chicanus
incorporate the quieter heroism of everyday community life into
movement story—in this case, the world of religious life as repre
by an allusion to the home altar. La Ofrenda is also indicative of
feminist articulation of solidarity among women that helped to ¢
certain rigid community borders. Thus, for example, Huerta’s Chic
heroism in the United States is connected to the struggle of Salvado
women being victimized by U.S. policy and military repression in El Sl
vador. Giving Huerta her rightful place in the movement is paralleled by
a feminist rearticulation of the continuing struggle of farmworkers in
the United States in such murals as Las Lechugueras (“The Lettuce Pick:
ers”) by Juana Alicia. This piece offers an “x-ray vision” of a child in the
womb of a lettuce picker in the field to dramatically depict how the
environmental and personal dangers of pesticides present a still greater
potential for harm to pregnant farmworkers and their unborn children,

The mural powerfully supports efforts by the farmworkers’ union to

limit the use of pesticides and other agricultural chemicals that harm

farmworkers.

An emerging sense of a Latina solidarity that cuts across national
community borders was also articulated by Chicana feminist mural col-
lectives like the San Francisco Bay area’s Mujeres Muralistas. Originally
formed in 1974 by three Chicanas (Patricia Rodriguez, Irene Pérez, and
Graciela Carrillo) and one Venezuelan (Consuelo Méndez), the evolv-
ing collective included other Latinas and Chicanas in subsequent incar-
nations and became an emblem of cross-national communication for
the diverse Spanish-speaking populations of the Mission district. Their

piece Latinoamérica, for example, develops this theme by using a com-
mon feminist focus on everyday women’s activities and common threads
of color to blend designs executed by different Latina artists drawing
upon their differing national styles and traditions.

At the level of aesthetic inspiration, the rediscovery of the work of
Frida Kahlo played an important consciousness-raising role for many
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collectives, often involving numerous nonartists from the comui
which the mural is to appear and usually based on input from tl
munity. Baca has moved this process to a new level of complexiiy
political power. For example, she was director of the Citywide
project in Los Angeles in the mid-1970s that produced over twi
dred fifty murals, many done under her direct supervision. That "
entailed major input from Baca and other Chicano/as, but wus
multiracial effort throughout the diverse neighborhoods of the
Funded in part by the city, this project also illustrates the deep ten
community murals generate, and the complicated political negotiatii
they involve. This project and others like it become struggles bet
those hegemonic forces of the dominant culture seeking to turn mi
into barrio and ghetto “beautification” projects, designed literally to pal
over signs of deprivation and exploitation, and those forces seeking tn
turn murals into critical sites of communal resistance that precisel
point out exploitation, while also celebrating cultures drowned out i
the so-called mainstream. The continued power of muralism will lie if
resisting the former force and defending the latter.

The Great Wall of Los Angeles and Radical Multiculturalism

The kind of large-scale vision that informed the Citywide Murals project
is taken in a different, even more spectacular direction in Baca’s super-
vision of the largest mural ever undertaken—the half-mile-long “Great
Wall of Los Angeles.” This work is a radically multicultural retelling of
the history of Los Angeles and California from prehistoric times to the
present. Begun appropriately in the bicentennial year 1976 and contin-
ued through five subsequent summers (with projections for extensions
in the future), the work was accomplished through Baca’s direction of
teams of Asian American, Native American, African American, Anglo,
and Chicano youth. Many of these young people came to her project
out of the criminal justice system, with mural work offered as an alter-
native to further jail time. Far from being a captive labor force, the young
people working on the mural were encouraged to become involved in
the complex invention, design, and execution of the work. Baca and her
team thus sought to create a liberated force for community change.
As in her other projects, Baca facilitated the creation of the “Great
Wall” by bringing together professional historians, community story-
tellers, and a variety of people from all the communities who were to be
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non known as “white flight” —the flight of many whites to the giion, B ,-zculatioﬂ that freely portrays €
as cities became more and more racially integrated. ol n;'s : f:z,ss not a set thing?’ o trategic and negot'latﬁd
; e process, :

What emerges from Baca’s method of composition and f; sutested p munity be conceived as 3l ongoing: in in self-conscmusness
mural itself is a sense of the integrity of the different ethnic enclaves R l“ﬂ; still be community? Or is every ity of community that
cultures of the city, and their inextricable interconnection. The fhality, an loss in solidarity? Is there sor.ne C!L.;leok‘.%Yr without resort t0
story of Chicano/as in “Califas” (California) is maintained, but pessarily @ jzed as Ptecedins or mg(; onsciousneSS? Is there 2
also in terms of gender, class, and sexuality, and linked to other ra¢ Lai be rccognand mystifying claims 10 bloo -1cassimil3ted to an empty>
groups. This entire story of multiple intersections, and the power & - hlm-) f‘aw nnectedness that is not 0 e?selde oPPtession?. Can com-
at its core, must be addressed if a radically democratic, truly mult flew of m,te}-co Kind of humanism 1008 i ntric circles, communi-
tural society is to become more than a glittering promise. ™ '"“.‘gcnﬂmgoncgived in something hke'corllcz se ends, openings of the

Connecting these issues has become a matter of central concern 14 munity be re upon anothet but also with 10
resistance movements in recent years. They bring along with them difficult s layered On€ =P ement, with 1tS development

. 1 a7 . L E
questions. How, for example, can movements balance the danger of un ek Chicano/a community yrrel S00% odel through which to thin
almost infinitely fragmentable politics of identity against the dangers of : he“ o mulﬁculmrahsm:’ offersa T first century began, Chi
a prematurely homogenizing emphasis on common interest that erases imo:a crltl:if these qw.mstioﬂlﬁ-1 As th? mer::?:md gome versions seem
important cultural as well as ideological differences? How can ethni¢ about Somﬁgnalisms were again gaininé 'gmers seem more Open to mul-
identities be created that honor the diversity of gender, class, and sexu: e c[llio repeat mistakes of the post. © eneration of Chicana/o MU~
ality within the community, while maintaining a united front agains “"mrfe ties amid s.o].it."‘lar:it}'.AY‘B“"“‘t’:‘ar 8 menh"m“fal connection.
intersecting dominations? The Chicano community mural movement "p%e 1dent: ed in the 19908 10 take up the :ila{; pride with open treatment
and projects like the “Great Wall” and the Citywide Murals program of- “‘hs'ts e:;ce 8 » Lopez combine ﬁe'rce e ppo sexuality. Like her
fer at least some glimmerings of a how a movement-inspired public art Artists n de .dden topics like stralg‘t.lt an ctween the tra tional mural
can move us closer to answers to these questions. of ofice 10¢ Lopers style, alternating flects both continuity and
subject matter, \ digital mural format, 1€

From Representation to Articulation: Reimagining Community form and the DEW
The interlinked Chicano and community mural movements allow us to change .
see that community is a powerful concept, a powerfully enabling fiction, Moving On 1ved throu gh the 19808 and 19908 a:;l i
yet with real points of reference in the world. However, the struggle to . der Chicano movement eVOEY . often At alleling those ©
suppress differences (of gender, class, sexuality, nationality, and ideol- ".[‘he ‘:;e cwenty-first century 11 dlrech; oo, NS scholarship an new
ogy, among others), particularly at the height of the nationalist phase, - | movement a$ represeﬂted E’Yb ug-ht the concerns of Chicanas,
reminds us of how often the term community is used to close debate mure ents within the movement s sied grouPStO the cenfter

ther tha ibilities. Th doub “movesE ther previously ma'&!
rather than open up possibilities. There are, no doubt, necessary moments dlesbians, and other P

gays an

when communal racial, class, or gender identity must be articulated
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of concern. New immi
to think mUIti:;nmlgmtion from Latin America rei
even as still wid ically within the Spanish-s " reinforced
further. Chican:;on:l g,c“It“ral coalitions seerl:l od nei U.S. con
udies evolved more essary (o
complex,
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. . .
=
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backlash (rep?'ez: and change, to face the chali;vmble' El mi
English-only ball nted by anti-immigrant, anti - of a coner
¥ ballot initiatives in California andl*ls rmative action,
¢ ere)) and 10

the powerful
Cpiieormu presence of Americans of Mex
0s continue the struggle. exican descent. Chicanay
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and a force as at once
connect . . a communi
of mulﬁculturalismecl to wider circles of resistance tIW unto th
in equality of eco prematurely celebrating a di DO
nomic, cultural versity not
' »and political ey
power.
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Old Cowboys, New Indians

[{ollywood Frames the American Indian Movement

Do you remember Leonard Peltier? Do you remember he stood at
the window of the farm house in South Dakota yelling Stella!
Stella! while the FBI surrounded him and the rest of AIM, 2 cast
of thousands. It was epic, a Cecil B. DeMille production made

intimate when two FBI agents were shot to death.
__Sherman Alexie, from

«The Marlon Brando Memorial Swimming Pool”

Native American “red power” warriors moved «Jike a hurricane” across

he landscape of America in the late 1960s and early 1970s.! These new

“Indians” challenged five hundred years of colonial domination by fight-

ing for a return 10 full sovereign status for native nations, restoration of
lands guaranteed by treaty, just compensation for the minerals exploited
from reservations and a renaissance of native culture. The most famous
and infamous native organization of the red power €ra, the American
Indian Movement (AIM), will be my focus here. Despite its name, AIM
was not the Indian movement but rather only one organization among
med a larger movement. Many other important

preceded and ran parallel to AIM, but AIM

[ndian resistance §roups
was the most visible and media-oriented of the radical Indian movement
o the point because the art

groups, and media visibility is very much t
form 1 will pair with the Indian movement in this chapter is the main-
stream Hollywood film.

While drawing information from various
about AIM ( Incident

many groups that for

written sources and two

jmportant documentaries at Oglalaand The Spirit
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