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Para ti que me
diste una sonrisa

Hoy quicro darte un regalo
(Pero que?

Si te compro un pastel
..... ni me alcanza.

Si te doy una flor

se te marchita.

Si te doy mi corazon

Lo entenderias?

Si te regalo un poema

(Te gustaria?

({Qué podré darte

a cambio de tu afecto?
;Qué puede ser mas valioso
que un pastel

una flor

un corazon

o un verso?

iYa lo tengo!
Eso es.

Quiero regalarte mi lucha

mis contiendas

para lograr un mundo

con pasteles para todos

con flores que nunca se marchiten
con corazones que amen

y con poetas

que tengan tiempo de cantarle
a la vida

al tiempo

a los recuerdos.

Un mundo donde muchos
puedan reir como tu

y darse mutuamente tanto
como tiu me has dado a mi
con tu sonrisa.
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Cancién a los ninos

Todos los nifios del mundo
vamos una rueda hacer
y en mil lenguas cantaremos
en paz queremos crecer

Ese oso sin piedad

que es la guerra imperialista
se ha llevado a muchos nifios
y hoy los vuelve amenazar

i’ucblo unido ¢ la batalla

no permitas mas este crimen
pongamos fin a este monstruo
y viviremos en paz

Mundo lleno de miserias

y de hombres sin corazon
no te das cuenta que el nifio
nacio para ser feliz

Tomemos en serio estas cosas
y seamos justicieros

para que en tiempos venideros
los nifos vivan en paz.

nseguida, el poeta mexicano Enrique
Cisneros y su Poemario No. 2, y B.A., un
preso en Indiana, E.U, respectivamente,
nos inspiran con valores positivos que en
este tiempo naviderio debemos reafirmar
para entrar al ario nuevo con la frente en
alto pues solamente a través de la lucha
podemos hacer valer nuestras aspiraciones
y esperanzas.
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Who is
the
wetbac




more. And it was that barbarian thirst that led them to
steal Mexico’s lands.

Well, my son, now you know that the ““wetbacks’’
are not those who swam across a river to come to thejr
land that historically belongs to them, but those who
crossed an entire ocean to come and steal the land of
others. ,

The child smiled at his grandfather and said, ““When
I'grow up I will fight to take back what belongs to us.”’

The grandfather laughed, took out his cigar, leaned
back in his rocking chair and fell asleep.

This original short story was contributed to UNITY by
a Salvadoran exile.
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)
o NICaragua,

and prehistoric roots

the spirit of Sandino J“Iy 1986

warms this tropical country
of simple folk
with a tremendous faith, spirit and will.

We came to share

the reality of the countryside
in the atmosphere of liberation
language and values

marching headlong towards life,
hope that we be united;

Winds of longing,
happiness, lunacy, artistry
drunk with intensity

and love.

We are witness

to the clarity of your soul

and the brush of your dreams

to the rainbow that is your revolution;

We weep with the Mothers of the Martyrs
because

there is neither sense, nor purpose

to so many atrocities

which this country has suffered,

except to always hold within

the reply

to protect the triumph of your sovereignty

against the corrupt imperialism

and bring to fruition

your memories, which affectionately declared:

“If Nicaragua won, the Chicano people will win.”
iViva Nicaragua libre!

— Javier Pacheco

(The author was a member of the Chicano
delegation that visited Nicaragua this July. He
wrote this poem about the visit for Unity.)
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"We move
toward the
sun of

freedom”™

Chicano artists,
poets and musicians
visit Nicaragua

Five Los Angeles artists united with Nicaraguan artists to paint this mural of Chicano solidarity in the Parque de

las Madres in Managua.

Kathy Gallegos

Contributed

his July, a delegation
of Chicanos went to
Nicaragua to build sol-
idarity with the Nica-
raguan people and to celebrate
the 7th anniversary of the revolu-
tion. Poets, painters and musi-
cians made up a large part of the
Chicano delegation to Nicaragua.

Being Chicano artists, we brought
to Nicaragua the expressions of our
struggles here in the U.S. and a desire
to learn from the strengths and deter-
mination of the Nicaraguan people.
We wanted to learn, in a very per-
sonal way, how Nicaraguan artists
use their art as a weapon — how
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they put into words, music or visual
art the expressions of their peo-
ple and the struggle to create a new
society.

At a time when Nicaragua is
forced into an unjust war by the U.S.,
and 40% of their material and hu-
man resources must be channeled
into its military defense, Nicaragua
is building a new and vital soci-
ety. Art plays a key role in that
development.

Everywhere we looked we saw
beautiful murals telling of their
sometimes brutal history or speak-
ing of a love for the future of a free
Nicaragua. We found art flowering
in the midst of war and poverty.

We learned that culture is con-
sidered an essential part of everyone’s
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Chale con
Hoover!

Elfa Tsutaoko

Contributed

To hell with Hoover — that’s the message of a
new mural painted in Casa Zapata, the Chicano
‘them_e house at Stanford University. The mural,
’~ YL e w titled The Spirit of
Hoover, shows the de-
struction of the Hoo-
ver Institute, a right-
wing “think-tank”
housed on the Stan-
ford campus. This
most recent contribu-
tion to Casa Zapata’s
tradition of political
murals has created a
storm of controversy.
The centerpiece of
the mural shows the
Hoover Tower, defend-
ed by a grotesque skel-
eton, as it is shattered
and. pulled down into
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rubble by a united front of Central Americans and
black South Africans, aided by a multinational crowd
of Stanford students. To the right, South African
police beat black protesters, while a stream of gold
South African Krugerrands pours into a Stanford
piggy bank. At the left of the mural, a blindfolded
figure of justice holds a scale. There coffee, sugar
and oil, products of the exploitation of Latin Amer-
ica, tip the scales against a mother and her child.

The mural came out of a Stanford class, Murals
as social conscience art, taught by José Antonio
Burciaga, an artist and resident fellow of Casa Za-
pata. Students from the class painted the mural after
researching the Hoover Institute and winning the
approval of Casa Zapata residents.

Hoover scholars have attacked the mural in the
press as “gross slander,” “graffiti”” and “unrelated
to anything Hoover does.” More than 40 Hoover
scholars have served in the Reagan administration,
promoting military intervention in Central America,
“constructive engagement” in South Africa, cut-
backs in social programs, and attacks on Third
World people at home and abroad. One Hoover
scholar, Edward Teller, is Reagan’s head cheerleader
for “Star Wars,” and another, Milton Friedman,
advises the Pinochet dictatorship in Chile.

Stanford MEChA (Chicano student organization)
organized a rally of 150 students to celebrate the
unveiling of the mural and to defend its message.
“We’re talking about war in South Africa and Nic-
aragua, and we have to make our statement with
passion to match ... ,” said John Sobraske, one
muralist. Mike Arguello, another muralist, said,
“Most of us . .. are angered at Stanford’s role as
an accomplice . . . we are proclaiming our rage and
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anger and challeng-
ing others to join
our cause.’”’

Third World  stu-
dents have a long
history of  struggle
at  Stanford. They
fought to establish
the Black, Chicano
and Asian theme
houses in the early
1970’s to build a com-
munity for Third
World students on
campus. John Bunzel,
a Hoover scholar and
a Reagan appointee to
the U.S. Civil Rights
Commission, attacked
the theme houses in
a report issued last
summer.

Today students are
fighting to change the
“Western culture” re-
quirement. Stanford
requires three classes
on “Western culture”
but ignores the history of Third World people. The
campus has no Chicano Studies department or
regular faculty. At the mural rally, David Romo of
Casa Zapata said, “The feeling at Stanford seems
to be that Chicano culture is for Chicanos, Native
American culture is for Native Americans . . . but
white culture, white culture is for everyone.”

26

Untitlied

From their little book

on the style of the word,
they will tell you

this ain’t no ‘“Pablo Nerooda”
and the mural

ain’'t no “Dee-aygo Ree-vera”

B’cause they don’t conform

to the aesthetic fun-mentals

sat up by Western Culture

or to the Truth

as dictated by the Great
White Father.

Them fellows will tell you
politics got no sanctuary
in the inner sanctums

of verses and stanzas,
muffled clouds,

reserved by the heavens
for the highest ideals

of what beauty is.

They will inform you
in totacho abstracto,
in abstract English,
that the rules

and standards

of aesthetics

were formulated

by the Greeks

and the Romans

and the Beatles

so as not to offend
but to please

and serve the refined.
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They will tell you
the people deserve
Gongoresque puzzles
or subtle parables
because only then
will you exalt poetry
to the level of the gods
who inspire us away
from the oppression
of an illiterate people
who paint

or wash away

the screams

of graffiti.

— josé antonio burciaga
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Noptepo:

Music from the
, Chicano Nation

). GONZALEZ

ccordion run bursts into the air. Im-
mediately the rhythm of a bajo sexto begins to beat.
The two instruments vibrate, complementing each
other like horse and rider on the gallop. Two earthy
voices singing in nasal harmony declare:

Coimo arrogante criminal llego en septiembre,
con furia injusta sin compasion ninguna,

el huracan que ha destrozado al valle

y a Matamoros y se llamaba Beulah.

Like an arrogant criminal it arrived

in September
with unjust fury and no compassion at all
the hurricane which has destroyed the valley
and Matamoros was named Beulah.

And Flaco Jiménez y su Conjunto continue telling
the story of Victimas del Huracdn Beulah (Victims of
Hurricane Beulah), a corrido (ballad) about the
calamities which that hurricane caused the Chicano
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people in south Texas. The song calls on all cities and
rural arcas where Mexican people live to unite and
lend a hand to south Texas (o lessen the pains of the
disaster.

Flaco Jiménez is one of the best known norterio
(northern style) accordionists in Texas. In 1965, a
friend of mine heard him at a dance in Corpus Christi,
Texas. He said thal Flaco’s music gave people so
much energy that they danced to everything he
played, from polkas to cumbias, without resting. El
Rey de Texas (The King of Texas), Chicanos call him.

The norterio or Tex-Mex music played by Flaco
Jiménez, Los Alegres de Teran, Los Tremendos Gavi-
lanes, Los Pingiiinos, Conjunto San Antonio and
many more groups on both sides of the border is a
product of the cultural give-and-take between the
Mexican and the Chicano nations. It is a Chicano
regional style, music that expresses the hopes, pains,
humor and accomplishments of the working people.

Roots

The genuinely Chicano musical style of the South-
west has its roots in the musical tradition and styles of
the Mexican nation. The Chicano nortefio style began
to develop around the turn of the century. One of the
main technical factors which contributed 0 its devel-
opment was Lthe introduction of the accordion by Ger-
man and Bohemian scttlers in south Texas.

The leading instrument in #ortefio music is the
diatonic button accordion. This instrument suited
very well the likes of the border area musicians. Not
only was it inexpensive in relation to the larger piano
accordion, but it also provided the right kind of
sound, flexibility and harmony required in nortefio
music.

The basic elements in the Tex-Mex sound are the
accordion and two harmonizing voices. The bajo sex-
1o provides the rhythm. But other instruments can
also be used, like the saxophone, guitar, bass and
others,

It was during the latter part of the 1930’s that the
nortefio style actually defined itself. According to
musicologist Chris Strachwitz, it was probably Los
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* Alegres de Teran who perfected the blend of the two

voices and the accordion.

Because it is music by and for the common people,
and due to its happy high energy sound, Tex-Mex
music has become popular not only throughout the
Southwest, but also in all parts of Mexico and in
many countries in the rest of Latin America. A few
years ago, Cornelio Reyna, who used to be part of the
famous duel Los Relampagos del Norte out of the
northern Mexican city of Reynosa, was named
number one singer in Mexico — a (ribute not only to
Reyna, but to the entire nortesio southwestern sound.

History in songs

Corridos, polkas, canciones, rancheras, all of these
are played by the nortefio musicians, but it is the co-
rrido (ballad) which has left a historical record of the
daily lives of the people. For both the Mexican and
Chicano peoples, the corrido has been a means (o
record and communicate those most heartfelt events
in their lives.

The corrido has a long tradition of at least one hun-
dred years among the Mexican people. It was during
the Mexican Revolution that the corrido gained
sweeping popularity among the masses. These ballads
became one of the chief sources of information and a
way to chronicle and pass on to future generations the
glories, the tragedies, loves and hates of the masses
and their heroes.

or the Chicano people, under the Anglo-

American capitalist domination of the Southwest, the
corrido is an even more important form of expression.
Having been denied their history, the Chicano work-
ing people have recorded their history, their points of
view and social commentaries through the use of the
corrido. The corridistas (corrido writers and singers)
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sang in the markel places of the Southwest the
“literature of the poor,” which eventually found its
way into phonograph records and the radio, thus
helping maintain the traditions and history of the
people.

One of the most tamous corridos written in the
Southwest at the turn of the century, and which is still
heard today, i1s the Corrido de Gregorio Cortéz. Cor-
(¢, a so-called “‘bandit,’”” became a symbol of resist-
ance for the Chicano people of Texas. Dr. Américo
Paredes, one of the foremost Chicano scholars, stud-
icd this corrido in the book With a Pistol in His
Hand. This valuable study is an example of how the
corrido is a rich source of historical information.

There is the corrido, Registro de 1918 (The Draft of
1918). Written in Laredo, Texas, it expresses the sad-
ness of the young man who will leave his family, his
girlfriend and his city. He declares:

Ya nos llevan a pelear
a distintas direcciones,
vy nos llevan a pelear
con diferentes naciones.

Now they’re taking us to fight
in different directions,

and they're taking us to fight
against different nations.

There i1s a corrido about the California flood in the
Santa Clara Valley when the St. Francis Dam broke.

El martes trece de marzo
del novecientos veintiocho,
es una fecha de luto

pa’l mexicano y pa’l pocho.

Tuesday, the thirteenth of March

of nineteen hundred and twenty-eight,
is a day of mourning for

Mexicanos and Chicanos.

Besides recording tragedies and commenting on
them and besides celebrating heroes and protesting in-
justices, one of the main themes of corridos
associated with the Southwest and the-border area has
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been the question of deportations of undocumented
workers and the exploitation of the working class. In
the 1930’s, we had the Corrido del Lavaplatos (The
Ballad of the Dishwasher), El Deportado (The
Deportee), La Emigracion (The Emigration) — this
latter talks about a voluntary exodus of Mexicans
back to Mexico due to the discrimination they suf-
fered in this country.

More recently, a very popular corrido among un-
documented Mexican workers has been the Corrido
de los Mojados (Ballad of the Wethacks), sung by the
famous Alegres de Teran, which says:

Porque somos los mojados
siempre nos busca la ley,
porque andamos ilegales

y no sabemos inglés

la migra terca a sacarnos

y nosotros a volver.

Becduse we are the wetbacks

the law is always after us,
because we are illegals

and can’t speak English

the migra stubbornly kicks us out
and we stubbornly return.

There is the Corrido de César Chdvez, El Corrido
del Troquero (Ballad of the Trucker), and hundreds
and hundreds more of these gems of Chicano and
Mexican popular culture. Singers and musicians in the
Chicano Movement have much to learn from the co-
rridistas, past and present, and from the original
southwestern Tex-Mex style. Their material is always
inspired by the actual conditions and events ex-
perienced by the working people, and expressed with
powerful clarity and simplicity.

It is very important for Chicano musicians to con-
tinue singing about the struggles of /a Raza in this
country and to continue the development of a style
born of our experience. This is of great political im-
portance because no people can survive without their
culture, and no one can lead the movement of a peo-
ple without having a profound understanding of its
popular culture. jAjua!
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‘‘But this is the state of art training in
America. It is very alienating and racist.
Self-expression is what is defined as cre-
ative and legitimate. The main weakness
in today’s mainstream art is that it
speaks only to a minority of the people,
many times only to the artist, him or
herself. Third World art and artists are
segregated and seen as peripheral.’”’

“For instance, very little is taught of
the Mexican muralists who were in-
spired by the Mexican Revolution and
in turn generated a revolution in art.
With their public murals they developed
access for millions of people to creative
expression of their own lives and
history, as well as a glimpse of what the
future might be.”’

““In teaching art | plan on giving stu-
dents a perspective on art and painting,
not just copying what I’m doing or
someone else is doing.”’

e

Carlos

lorales:
ano Artist

Carlos Morales is a Chicano painter
and muralist who has drawn his inspira-
tion from the experience of the lives of
his people. He received his formal train-
ing at the California College of Arts and
Crafts, and plans on teaching on a high
school level. Speaking of his experiences
in college, he says, ‘““The whole concept
of art is from a bourgeois perspective.
The focus is on the principles and
elements; balance, rhythm, order and
composition. No attention is given to
the subject, what the content of art is or
should be. For example, my painting of
migrant field workers was critiqued and
the whole discussion was on the
balance, order and arrangement,
without any comment on the depiction
of the workers and how the paintings
reflect real life.” .

34 35



Destinario: Patron
Remitente: Un obrero en huelga

Patron,

Usted sinceramente se pregunta

¢l porquc de los paros y las huelgas
concluyvendo a sus dudas llanamente
que el motivo es mi inclinacion

a la subversion y a la flojera.

Pero Patron,

permitame decirle

que con c¢sa simplista deduccién me ha demostrado
que Usted

que trata de mostrarse a mis ojos infalible

a pesar de su infalibilidad

se ha equivocado.

Ha de saber Patron

que la primera vez

la huelga no se hace por conciencia,
es el hambre y también

patron

su intransigencia

lo que nos empuja a la accién
impreparados.

Yo creia

igual que Usted

qgue hacer huelga era dedicarse a la flojera.
Nada mas falso.

Ha de saber Patron que las tareas

son duras y pesadas

a veces mas

que las de la fabrica en regular faena.

Porqué entonces en la huelga laboro con entrega?
Porque aprendi

que amo el trabajo

pero no el que Usted me usurpa dia a dia

amo el que construye mundos nuevos,

el que no me quitan

el que comparto

con mis hermanos de clase

los obreros.
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Patréon

nuevamente ha fallado

al pensar que durante la huelga
comemos facil

al andar ‘“‘boteando”.

No esta Usted para saberlo

ni yo para contarlo

pero con lo que se junta

a veces ni para frijoles da.

Ya le debo al tendero

a mi compadre y a mi hermano.

(Entonces porqué hacemos huelga?

vy yo respondo interrogando:

{Conoce Usted 1o que es vivir
rogando a Dios y con el mazo dando?

Ha de saber Patrén

que a pesar de las privaciones
amo ésta mi primera huelga;
triunfe o pierda yo ya gané

porque Usted

patrén

que me orillé a ella

me ayudo a tener conciencia de mi fuerza.

Si, Usted

me ha descubierto mi valia;

yo

que no soy mas que una pieza

de sus piezas

ahora tan solo porque estoy en huelga
valgo cientos, miles, millones.

{No me entiende?

Patron

jcuanto ha gastado en esquiroles?
jcuanto esta dispuesto a pagar
para que traicionemos al colega?
Tan fuerte soy

que ha tenido que pagar cantidades millonarias

para que por mi se vendan
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funcionarios, policias, sinvergiienzas.

JAcaso no le han dolido

cl pago de miles y miles de palabras

que contra mi ha tenido que editar su prensa?
Tan grande ¢s mi poder

que Usted

patron

prefirird cerrar la fabrica

antes que permitir que los obreros
ejerzamos nuestra fuerza
COn conciencia.

Patron,
seguramente Usted no sabe
que con sus golpes, asesinatos y despidos

he tenido que buscar la sombra que me ampare

y ahi cauteloso como zorra

he conocido a miles que conspiran;

en su represion

he aprendido a leer la palabra amigo

a amar al compaifero

sin fijarme en sus ropas sucias y apariencias
valorando su decision de luchar, de sufrir
de gozar conmigo.

Patron

la huelga me ha ensefiado a faltarle el respeto,
si, a Usted ...

mejor dicho a ti

que tratas de esconder tras ropas finas
tras perfumes

el olor que deja la putrefaccion

de tu cuerpo y de tu clase.

Patron

sepulturero en vida

autoenterrador de carrona

tendrds que sucumbir

ese es tu futuro

no hay para ti,

patron,

alternativa.

38

El Teatro
Campesino

Two anti-war
plays celebrate
20th anniversary

El Teatro Campesino is probably the best known
Chicano teatro group in the country. It had its birth on the picket
lines of la huelga , and it was from the struggle of the farm
workers and the United Farm Workers Union (UFW) that Teatro
Campesino drew its inspiration. In the early 1970's, Teatro
Campesino departed from the UFW and began to present plays
and musical presentations on issues affecting the entire Chicano
people. Its best known works are its most recent — Corridos and
the film Zoot Suit. Opposition to the national oppression of the
Chicano people remains the springboard for its works and the
principal basis for its continued survival.

In recent years, Teatro Campesino has placed emphasis
on the production of commercial plays, such as Corridos, which
have broadened its appeal and base of support. At the same time,
Teatro Campesino has received criticism from within the Chicano
Movement for ignoring its roots and sacrificing the power and
optimism of its earlier works for "professionalism." It is all the
more significant that on the 20th anniversary of the Teatro
Campesino, founder Luis 'Valdez has decided to return to earlier
works which were written and performed at the height of the
political movements of the mid-1960's. '
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The Dark Root of a Scream and Soldado Razo, written
by Luis Valdez and directed by Tony Curiel, deal with the draft,
an unjust war in a forcign land, and the daily oppression of the
Chicano people. They are particularly timely today, as Reagan
steps up military aggression in Central America. Once again,
Chicano youth are faced with the possibility of the draft and of
impcerialist wars fought over the pretext of defending the country
from the "dangers of communism." They underscore the tragedy
of Chicano youth dying in a war allegedly fought to protect the
"frecdom and democracy" which are denied them in their own
country.

Valdez explains the choice of these plays: "El Teatro
Campesino remains committed to the ideals that brought it into
being. We reaffirm the dreams of 1965, acknowledging that we
have all changed, evolved and matured through the years, but we
still believe that artists achieve their finest expressions in the
context of social, political and cultural struggles."

Rubén Garflas is masterful as "Muerte" (Death), the
narrator of the onc-act play, Soldado Razo. Johnny (Ricardo
"Slic Ric" Salinas) is the young Chicano soldier who wants so
much to impress his girlfriend Celia (Oralia "La La" Polendo).
Johnny proposes to Cclia the night before he reports for duty.

His mother, Rosemary Ramos, worries that Johnny will
not return from Viet Nam, a fear that tumns to terror when she
sees "Muerte" standing near the chair where Johnny proposed to
Celia. Johnny's father, played by Juan Felipe Herrera, stumbles
into the house drunk from "celebrating” the fact that his son is
"becoming a man" by joining the Army. He wants so much to tell
Johnny of the dangers of war, lessons he learned so well in
Korea.

But he cannot communicate with his son. Johnny
imagines himself a hero, returning to flags and music — maybe
even wounded, with a Purple Heart. "Muerte" laughs, for

Johnny will return — to the music of taps and a flag draped over
his coffin. His mother and girlfriend weep at his funeral. Johnny
has chosen the Army as a path out of the barrio, but his only exit
is death.

In the second play, The Dark Root of a Scream, the
same theme is pursued. This time the protagonist, "Indio," has
already died. His coffin lies at the altar of his local church as his
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family and friends prepare for the rosary. Indio was a Chicano
activist, a leader of his community who was drafted into the
Army. Indio's friends describe how he fought for his people.

On the other side of the stage, Indio's girlfriend argues
with the hypocritical Anglo priest, played by Ken Hicks, »\_/ho
tells her that Indio was a racist who preached separatism. Indlo_'s
girlfiend is angered and tells the priest that Indio had pride in his
people and fought for his beliefs just as had Quctzalcoatl., the
Aztec god for whom he was named. The play ends with a
mystical reference to Quetzalcoatl's pledge to one-day return to
his people, as Indio's mother opens his coffin and finds an Aztec
robe and Indio's heart sacrificed in a war that Indio opposed.

The plays are well-acted and powerfully presented. Their
pace is heightened by the lighting, props and makeup. Although
there was never any introduction to the plays nor parallels drawn
to the current situation, the anti-war message of the plays comes
through clearly.

Yet, the presentations could have been strengthened. The
plays provide no explanation of the causes of the Viet Nam War.
Imperialism is never targeted as the source of oppression of the
Chicano people and the root cause of the war in Viet Nam. A_lso,
the feeling of a strong Chicano Movement rising up is lackmg,
although both plays are products of that movement. There is
simply death and the suffering of the loved ones left to moumn the
dead.

Still, the plays are important parts of the history of the
Chicano Movement. These plays are still of value politically and
should be updated to make them even more powerf{ul weapons in
the struggle for Chicano liberation and socialism.

The best form of tribute is to continuc to produce new
plays, plays which not only point out oppression and explqitation
but which offer hope and optimism, plays which inspire the
people to take up struggle. It is to these roots which I hope T.ea.uro
Campesino will return to help train and inspire waves of activists
as well as actors.
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