
The Report Committee for Kristin Elise Gamez
Certifies that this is the approved version of the following report:

San Antonio CineFestival: 
A Reclamation of Chicano Cinema

APPROVED BY
SUPERVISING COMMITTEE:

Supervisor:
 
 
 

Charles Ramirez-Berg

Mary Beltran



San Antonio CineFestival: A Reclamation of Chicano Cinema

by

Kristin Elise Gamez, B.S.

Report
Presented to the Faculty of the Graduate School of 

The University of Texas at Austin

in Partial Fulfillment 

of the Requirements

for the Degree of 

Master of Arts

The University of Texas at Austin
August 2012



Abstract
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The University of Texas at Austin, 2012

Supervisor: Charles Ramirez Berg
                             

Chicano cinema is a genre of film that was born out of the Chicano Movement in 

the late 60’s, however not much has been written about the exhibition of Chicano film. 

The Chicano Film Festival began in 1976 in San Antonio, Texas to showcase Chicano 

filmmakers and their work. The Festival, later renamed, the CineFestival is the longest 

running Latino film festival in the U.S. and for my report I question how the Festival 

shared the work of Chicanos and promoted a Chicano discursive space. To answer these 

questions I turned to the Festival film programs and local periodicals. 

After my research, I found that the CineFestival served a purpose for Chicano 

cinema because it not only screened Chicano films, but it also promoted a Chicano 

discourse and therefore a very unique discursive space for Chicano media. However, I 

found that the Festival’s direction and motivations change year after year. In turn these 

changes, influence the Festival’s promotion or lack of promotion and screening of 

Chicano film.
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The CineFestival, even though promotes itself as a “Latino”  film festival, has an 

obligation to sustain what it cultivated in 1976; Chicano cinema. This genre of film and 

its history runs the risk of being forgotten. I ask, if our own film community doesn’t 

screen or talk about Chicano film, then who will? It is in this report that I further explore 

these questions and CineFestival’s role in Chicano cinema. 
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Introduction

San Antonio CineFestival: A Reclamation of Chicano Cinema

  Chicano cinema rose from the Chicano Movement (el movimiento) in the 1960’s 

and was pioneered by Mexican-American activists as a means to express their shared 

social struggles in a Chicano voice.1 2 These early filmmakers recognized that Chicanos 

were excluded and misrepresented by mass media. In response to this, Francisco X wrote 

a Manifesto “Ya Basta con Yankee Imperialist Documentaries,” urging Chicanos to “learn 

to control our own cinema, socialize its knowledge and technology, and use it as a 

weapon for educating the masses.”3 Yo Soy Joaquin (1969) marked the start of Chicano 

cinema and in turn prompted a need for exhibition, because more Chicano films quickly 

followed.4 Before festivals and because traditional avenues of distribution and exhibition 

were not available, Chicano films were mainly seen in a community space such as 

1

1 Chicano was a derogatory term that meant low class and poor Mexican. But during the 
Chicano Movement, Mexican Americans appropriated the term to be a positive 
celebration of their heritage as Mexican and American. Today the term and its usage is 
dependent on the user, the term could be used to define heritage as Mexican American or 
it can be used to communicate a political consciousness about the Movement and its 
struggles or both. 

2 El Moviemento (the Chicano movement) is a term used to refer to the Chicano social 
protests of the Southwest during the Civil Rights Movement of the 1960’s, other terms 
include La Causa and La Lucha

3 X, Francisco. “Ya Basta con Yankee Imperialist Documentaries.” (1974) Chicanos and 
Film. Minneapolis: University of Minnesota Press. 1992. pp. 275-283

4 Noriega, Chon A. “Introduction.” Shot in America: Television, the State, and the Rise of 
Chicano Cinema. Minneapolis: University of Minnesota Press, 2000. p. xix. Print.



libraries, classrooms, community centers and churches. The first Chicano Film Festival 

organized by Chicanos was held in San Antonio, Texas in 1976 and it is to this day the 

longest running Latino film festival in the United States. 

      The Chicano Film Festival, later renamed the CineFestival, is important for 

Chicano cinema, the Chicano community, and Chicano cinema exhibition. Despite that, 

the Festival has had little evaluation of its significance for Chicano cinema or more 

broadly its place within Chicano history. There is only one article that speaks about the 

Festival and attempts to critically engage its purpose, Yolanda Julia Broyles’ “Chicano 

Film Festivals: An Examination.” 

      Since it was written in 1985, Broyles could only briefly detail the early six years 

of the Festival, 1976-1981. In her essay, she reflects on the transition of the festival 

showcasing films about, for and by Chicanos towards a broader inclusion of films by, for, 

about Hispanics. Broyles concludes that:

[i]n aspiring to serve as an ‘international’ and ‘Hispanic’ film outlet, the 

Festival had willingly relinquished its unique focus and lost all 

consciousness of what had once been its main sources of strength: its 

attraction as a forum for independent Chicano cinema efforts and its vital 

function within the San Antonio community.”5 

The question she raised about how the transition from a Chicano-orientated Festival to a 

2

5 Broyles, Y.J. (1993). “Chicano film festivals: An examination.” (1985). Chicano 
Cinema: Research, Reviews and Resources. Ed. Gary Keller. 2. print. Tempe, AZ: 
Bilingual Review Press. p. 119



Hispanic one derailed the Festival’s original intentions is one I have asked myself. I think 

it is important to understand what those original intentions were and what happened to 

them. Therefore in this study, I want to examine whether or not the Chicano Film Festival 

supported Chicano cinema and a Chicano community? And if it did, how did it go about 

that?

Methodology:

      In order to answer this question I have worked with the Festival’s hosting 

institution, Guadalupe Cultural Arts Center (GCAC) and their archivist David Gonzalez, 

who has been with the organization since the partnership with the Festival in 1981. 

GCAC has provided me access to archived Festival periodicals, promotional materials 

and Festival programs. I have completed close readings of the yearly Festival programs 

and have taken detailed photographs and notes, which I have utilized for this research. 

Festival programs were printed in a 8 1/2 x 11 booklet with a thick card stock cover in 

matte or gloss with xerox paper for the pages mostly in black ink. In some years, such as 

the 1993, the program was a newspaper print bounded by glue. 

 For the first chapter I will focus on the years 1976-1980 because as I stated before 

I want to understand the Festival’s original intentions and these first five years are its 

grounding years in which the Festival established a foundation. I was unable to recover 

the program from 1976 and it is unknown if one exists since it was not found in the 

3



Festival’s archives. I will also turn to periodical archives of interviews from key actors in 

the Festival.

 For chapter 2, I will discuss three festival years from three different CineFestival 

directors. I feel that taking years from various directors will provide greater breadth for 

perspective of the festival’s offerings year after year, director after director. The directors 

and the years they ran the Festival arare: Gustavo Vasquez in 1993, Jimmy Mendiola in 

1996 and Linda Cuellar, in 1997, the 20th anniversary year. I feel that conducting 

research on the years around the 20th anniversary is a good amount of time to gain 

perspective on how the CineFestival continued and promoted Chicano film, its 

community and its place in the city of San Antonio. 

 In the third chapter I will be discussing the most recent CineFestival in 2012. I 

examine if and how the Festival has continued its intentions to create a space for Chicano 

film. Since it is 32 years later, some things have changed and I investigate how so.

Background: Chicano Cinema

      Since the rise of the Chicano Movement, Chicanos fought for human rights and 

political gains in all areas of life such as but not limited to: education, police brutality, the 

Vietnam War, dislocation from their lands, and media.6 Chicano is a term that was viewed 

negatively in Spanish speaking communities and was used by middle class Mexicans in 

4

6 Acuna, Rodolfo. “Goodbye America: The Chicano in the 1960s.” Occupied America. 
New York: HarperCollinsPublisher, 1988. p. 354. Print



reference to lower class and poor Mexicans.7 However, during the Chicano Movement 

Chicano was appropriated as a term of empowerment, cultural pride, and a means of 

connoting a political consciousness. In current times, Chicano can be both a political 

term of identity or simply a term to mean Mexican-American. For our purposes I will use 

the term in relation to the Chicano Movement and in most circumstances it connotes a 

political consciousness and reverence to the cultural awakening of the Chicano 

Movement.

      One of the issues Chicanos were addressing in the 1960’s was their place in the 

media, both their representation and their inability to have a role in creating these images. 

As one Chicano scholar put it, “[w]idespread Chicano protests against film, television, 

radio, and print media started in 1968, drawing upon diverse sector of the Mexican 

American community in order to address issues of media portrayals, industry 

employment, and community access to mass communication.”8 Media portrayals are very  

powerful in modern society and this is best understood by taking a semiotic approach.  

According to Saussure, signs can be broken down into two elements, signifier and 

signified. The signifier which is the actual material form of the sign, the visual 

5

7 Acuna p. 354

8 Noriega, Chon A. Shot in America: Television, the State, and the Rise of Chicano 
Cinema. Minneapolis: University of Minnesota Press, 2000. p. 6. Print.



representation of the sign and the signified with the “corresponding concept it [the sign] 

triggered off in your head.”9 

      Media representations are signs that communicate ideas and meaning about the 

world, culture, people, races, and society. These media representations create a discourse 

of meaning through “a system of representation.”10 Stuart Hall argued that discourse was 

a linguistic concept, while Michel Foucault takes it a step further and applies “discourse” 

to language and practice. “Discourse,” Foucault argues, “constructs the topic,” like media 

representations.11 Hall goes on to say that: 

[i]t governs the way that a topic can be meaningfully talked about 

and reasoned about. It also influences how ideas are put into 

practice and used to regulate the conduct of others. Just as a 

discourse ‘rules in’ certain ways of talking about a topic, defining 

an acceptable and intelligible way to talk, write, or conduct 

oneself, so also, by definition, it ‘rules out’, limits and restricts 

other ways of talking, of conducting ourselves in relation to the 

topic or constructing knowledge about it. 12

6

9 Hall, Stuart. “The Work of Representation.” Representation: Cultural Representations 
and Signifying Practices. Thousand Oaks: Sage, 2003. p. 31

10 Hall, Stuart. “Foucault: Power, Knowledge, and Discourse.” Discourse Theory and 
Practice. London: Sage, 2003. p. 72

11 Hall “Foucault: Power, Knowledge, and Discourse.” p. 72

12 Hall “Foucault: Power, Knowledge, and Discourse.” p. 72



      Media created a discourse on the representations of Chicanos, Mexican 

Americans, Mexicans, Hispanics, Latinos as a people and as a group. In so doing, 

differences or distinctions among various Latino groups were erased and conflated into 

one group. Once they were made homogeneous, Latinos were stereotyped. Hall goes on 

to explain that “‘[s]tereotyped’ means ‘reduced to a few essentials, fixed in Nature by a 

few, simplified characteristics.’”13 Some of the most common Latino stereotypes are 

outlined by Charles Ramirez-Berg which are: el bandido, dirty, unkept, oily hair, 

irrational and cruel; the Harlot, lusty and hot-tempered; the Male Bafoon, simple minded 

and childish; the Female Clown, female version of the male bafoon; the Latin Lover, 

tainted with eroticism, exoticism, with a hint of danger; the Dark Lady, virginal and 

aristocratic, while being erotically appealing.14 During the 1960’s and 70’s, the signified 

meaning of the stereotype and who controlled that meaning became important for 

minority groups like Chicanos to question, if possible to create a new discourse about 

Chicano imagery. 

      To combat issues of media representation and community access to mass 

communication several, civil rights groups had been formed before the 1960’s, such as 

the League of United Latin American Citizens (LULAC), American G.I. Forum, and the 

Mexican American Political Association (MAPA). Others were created during the civil 

7

13 Hall, Stuart. “The Spectacle of the Other.” Representation: Cultural Representations 
and Signifying Practices. Thousand Oaks: Sage. 1997. p. 249

14 Ramirez-Berg, Charles. “A Crash Course on Hollywood’s Latino Imagery.” Latino 
Images in Film. Austin: The University of Texas Press. 2002. pp. 68-77



rights era, such as the Mexican American Defense and Education Fund (MALDEF) and 

the National Council of La Raza (NCLR). In addition many media oriented groups 

emerged to challenge the industry “from a number of perspectives: direct action, 

litigation, petitions before the Federal Communications Commission (FCC) and other 

regulatory agencies.”15

      As Chon Noriega states, “[f]rom these various efforts emerged a number of 

industry trainee programs, film school admissions policies, and local public affairs shows 

that brought in the first generation of Chicano filmmakers between 1968 and 1974.”16 

Two of the most notable film training programs was the New Communicators (1968) 

funded by the U.S. Office of Economic Opportunity, and the UCLA Ethno-

Communications Program (1969-73) .17 Because of these training opportunities and the 

collective unrest with media representations, Chicanos, like the above-mentioned 

Francisco X, recognized that they had to take media into their own hands. 

        Noriega notes that it was in the 1970’s that “both minority media groups and 

minority ‘cinemas’ quickly emerged as integral components of broader social 

8

15 Noriega, Chon. “Setting the Stage Social Movements, the State, and Mass Media.” 
Shot in America. Minneapolis: University of Minnesota Press. 2000. p. 101

16 Noriega p.16

17 Noriega, Chon. “Training the Activists to Shoot Straight.” Shot in America. 
Minneapolis: University of Minnesota Press. 2000. p. 102



movements.”18 He goes on to state that “[w]riting in 1974, near the end of this period of 

activism, Francisco J. Lewels Jr. concluded” that: 

The power of the media becomes quite clear to the leaders of the 

social movement seeking relief from discrimination and the 

hardships of inferior education, poor housing, and low paying jobs 

that accompany it....Soon, the issue of identity and stereotype 

become a major issue of great deal of political activity within the 

Chicano movement, which for the first time, confronted the cultural 

and racial stereotypes held by Anglos.19 

Concerned with combating racial/cultural stereotypes and countering hegemonic 

Eurocentric U.S. histories, Chicanos began creating “Chicano-produced film related to 

the issues, protests, and goals of the Chicano movement.”20 Most often these took the 

form of documentaries, public affairs shows and experimental shorts. Documentary was a 

convenient choice for Chicanos because, like other alternative film movements (i.e. 

Italian Neorealism and Kino Pravda), it was cheaper to produce and required smaller 

crews. Moreover, it provided a style that resonated well with the early emphasis of the 

movement on the realities of Chicanos social standing. 

9

18 Noriega, Chon. “The Stereotypes Must Die.” Shot in America. Minneapolis: University 
of Minnesota Press. 2000. p. 31

19 Noriega p.31

20 Noriega, Chon. “Training the Activists to Shoot Straight.” Shot in America. 
Minneapolis: University of Minnesota Press. 2000. p. 115



      Chicanos’ participation in film created a genre called Chicano Film, a cinema 

made by and/or for and/or about Chicanos. Chicano film was used as a tool to first, 

educate each other and others about themselves, second, to combat negative stereotypes 

in dominant media, third, to participate in a medium that had excluded them. Alternative 

cinema created the need for an exhibition space. The formation and maintenance of 

alternative exhibition spaces gave Chicanos a way to participate in US filmmaking, 

traditionally dominated by Anglos, and the means to make, view and discuss cinema. 

This in turn allowed Chicanos to establish a strong community through Chicano cinema 

and promote a strong Chicano cultural presence in the public sphere. 

 Public space and space in general come up frequently in my research. Hence, I 

want to explain my use of “space,” which I use in two meanings. I refer to space in the 

literal sense of the word, the space that the Festival takes up in the public realm. It was a 

public event, which everyone was invited to participate in and therefore people were in a 

public space while watching and discussing Chicano film. I also refer to the discursive 

space that the Festival created in the watching and discussing of Chicano film at film 

screenings, panels, workshops, symposiums, possible participation of certain people and 

galas.

 I will now outline the first five years of the Chicano Film Festival. Through my 

findings, I will try to answer my original question. This was, if and how the Chicano Film 

Festival supported Chicano cinema and a Chicano community?

10



Chapter 1: 

The Chicano Film Festival

      

 Chicanos were making cinema but there was no place for formal exhibition, at 

least not within the established exhibition system. However, that barrier didn’t stop 

Chicano filmmakers. They created their own spaces to exhibit their work and one such 

space was the Chicano Film Festival created in 1976.  As I mentioned before, little 

academic research has been done about the Festival, and it is necessary to document the 

origins of the Festival to have a more complete picture of Chicano history, Chicano 

cinema history, U.S. cinema history and history as a whole. However, before I begin, I 

would like to say a few words about San Antonio and provide some context as to why 

this location was an ideal site for the Festival. 

Historical Context: San Antonio

 Rodolfo Acuña situates San Antonio as “unquestionably the most important Texas 

city for Chicanos in terms of history and of population,” during the 1960’s.21 At that time, 

the city’s population was 700,00 and 41.7 percent Mexican.22 San Antonio Chicanos 

shared many common challenges that all Chicanos faced in the U.S., including high 

unemployment rates, low education attainment, economic inequality, and financial 

11

21 Acuna, Rodolfo. “Goodbye America: The Chicano in the 1960’s.” Occupied America. 
New York: HarperCollinsPublisher. 1988. p. 312. 
22 Acuna p. 313



hardships. Acuña paints a poignant picture of how San Antonio operated by including a 

quote from the article “Thorns on the Yellow Rose of Texas,” in which the authors state 

that “two San Antonio’s existed, one that was Anglo-American and the other that was 

Mexican.”23 This statement paints a clear picture that there was a racial dichotomy in 

place in San Antonio, a sort of us (the Anglos) and them (Mexicans).

      San Antonio’s Chicano population resides primarily on the city’s South and West 

sides. San Antonio’s Westside is its central Mexican community. It is a transitional space 

for for entering Mexicanos because of its strong Mexican cultural presence. However, 

even though rich with culture and tradition, the Westside faces many of the challenges 

mentioned above including the recognition from city and nation that it is still a 

economically disadvantaged and distressed location.

The Origins of the Festival: Year 1- 1976

      Adán Medrano founded the Chicano Film Festival in 1976 and was hosted by the 

Oblate School of Theology on the city’s central Northside. Medrano was attending the 

Oblate School and at the time he was the director of the school’s video production center, 

Centro Video. In the 1977 Chicano Film Festival program, Medrano states that “his 

interest in initiating the Chicano Film Festival has been to provide recognition for the 

12
23 Acuna p. 313



accomplishments of Chicanos and Chicanas in Film and video,” which supported a 

Chicano cinema creation and the Chicano community.24      

 With no auditorium or theater at their disposal, the Festival was held outdoors on 

the school grounds. Medrano remembers that “we had a little 16mm projector that we 

used for audio-visual purposes, so we mounted that on a tree with a sort of makeshift 

scaffolding and then we put a rather long sheet on the back of a building.”25 He 

continues, “someone from a local band lent us some really good speakers we attached to 

the output of the projector, and that's how we did it."26 Even though the Oblate School 

was quite a distance from local Chicano enclaves in San Antonio, around 2,000 people 

showed up and it is recalled that some were “bused to the event by West side churches.”27

      Since the program for the first year of the Festival is unrecorded, I am unable to 

provide a concise list of the sort of films screened. However, Medrano does recall that the 

Festival screened many films now considered to be Chicano classics. “There were 

documentaries about immigration, there were art drama pieces about migrant farm work, 

13

24 Chicano Film Festival. “Film Program Bio.” Chicano Film Festival Program. Centro 
Video. 1977.

25 Silva, Elda “Silver Screening; at 25, CineFestival hopes to rekindle original spirit.” 
San Antonio Express News. 2002. pp. 1-2

26 Silva, Elda “Silver Screening; at 25, CineFestival hopes to rekindle original spirit.” p. 1

27 Silva “Silver Screening; at 25, CineFestival hopes to rekindle original spirit.” p. 2



about bilingual education. It was a celebration of Chicano history and tradition. There 

was a hopeful, hopeful attitude to the films about the future.”28 He goes on to say that: 

[t]he Latino films being created in the '60s and '70s were very, very 

politically motivated....By political, I mean we saw the greatness of 

our community, and its potential, and its past, and its future. And, so, 

political means better education, better understanding among ethnic 

groups, better employment, better economic policies. And all of the 

films were intended to celebrate why we ought to have a better life, 

and highlight the people who were making it possible for us to have a 

better life, the creating of a just community.29

  Sticking to Chicano values, the Festival borrowed and made due with what they 

had on hand to showcase Chicano films to an audience. Moreover than that, a community 

audience. No profit was made at the door, the Festival was free. The Chicano Film 

Festival was the first of its kind and Chicanos finally had a space for themselves to 

physically watch and discuss their own films. 

14

28 Silva, Elda “Silver Screening; at 25, CineFestival hopes to rekindle original spirit.” p. 
1

29 Silva, Elda “At Latino film fest, an artistic coming of age; Mark of maturity is.” Austin 
American Statesman. 1997. pp. 1-3



Year Two: 1977

      

 The next year the Festival took place on August 25th-26th at San Antonio’s 

historic Sunken Garden Theater and the Mexican-American Cultural Center, both located 

in central San Antonio. Again it was hosted by Centro Video, under the auspices of the 

Oblate School of Theology. The cover art for the program had a charming image of film 

stock in the shape of a heart as you can see in Figure 1.1. The opening pages of the 

program have welcome letters from Lila Cockrell, the city’s Mayor, and Congressional 

Representative Henry B. Gonzales.

Fig. 1.1: Cover art for 1977 Chicano Film Festival program.

15



  Mayor Cockrell recognized the Festival’s contribution to the larger Chicano 

community and to Chicano cinema. Her letter reads in part:

Since its earliest origins, San Antonio has been influenced and directed 

by people of Mexican heritage. The great cultural tradition that makes 

San Antonio unique is directly linked to that of Mexican American 

Community....Thus, it is with great pride that I as Mayor welcome the 

opportunity to support and encourage the only such festival in the 

entire nation devoted to Chicano Films and Video Programs.30

Furthermore, the Official Memorandum from the Texas Governor, Dolph Briscoe, 

recognized that the festival was an exhibition space for Chicanos in stating that 

“[w]hereas, the Festival features films produced and written by Mexican Americans and 

personal appearance by the producers and directors of the films are featured 

attractions.”31 His words, “features films produced and written by Mexican Americans,” 

confirms that the Festival was understood to be promoting Chicano film production and 

the San Antonio community acknowledged and supported those endeavors.32 

      In addition to the support from the Oblate School and its Centro Video, the 

Festival received financial support from numerous institutions, university groups, 

patrons, and arts agencies. Some of the institutions included were the San Antonio 

16

30 Cockrell, Lyla. “Welcome Letter.” Chicano Film Festival Program. Centro Video 1977

31 Briscoe, Dolph. “Official Memorandum.” Chicano Film Festival Program. Centro 
Video. 1977

32 Briscoe, Dolph. “Official Memorandum.”



Department of Parks and Recreation, the University of Texas Health Science Center, and 

McDonald’s Corporation. Among the university groups were the Mexican American 

Student Organization from St. Mary’s University and UTSA, and the Association of 

Chicano Students from Trinity University. Advertising for and by the Festival was done 

by KKYX Radio, KONO/KITY Radio, KSAT - 12 TV (Figure 1.2) and 4 Big News. 

Again, the Festival promoted itself as a Chicano-oriented film festival and the city was 

not discriminatory or hostile towards the Festival but rather very supportive in the 

Festival’s efforts to foster Chicano cinema and a Chicano community.

Fig. 1.2: KSAT-TV’s advertisement in the 1977 program.

17



      

Panels

 In addition to free film screenings, there were two panels scheduled, which were 

also free. These panels created a space in support of much needed dialogue about 

Chicano media topics. Some notable Chicano filmmakers and panelists in attendance 

were Susan Racho, Jesus Salvador Treviño, Severo Perez, and Moctesuma Esparza. 

Panels were held on Thursday and Friday at 12:30 at the Mexican American Cultural 

Center. Thursday’s panel was titled “Chicanos and the Media in the U.S.” and the 

panelists were Tomas Rivera, Jesus Chavarria, Susan Racho, Severo Perez, Jose Luis 

Ruiz, Moctesuma Esparza and Jesus Salvador Treviño. The same panelists met again on 

Friday to discuss “The Development of Chicano Film.” 

      

Films

The Festival was a noncompetitive event and therefore screened all film material 

submitted, “hence, it provided filmmakers an opportunity to try out filmic material and to 

establish a fruitful dialogue with target audiences.”33 Broyles asserts that the Festival 

provided a Chicano public space because “Chicano films and filmmakers, which might 

otherwise have passed into oblivion, found their way to Chicano audiences.”34 She 

18

33 Broyles, Yolanda Julia. “Chicano Film Festivals: An Examination.” 1985. Chicano 
Cinema: Research, Reviews and Resources. Ed. Gary Keller. Tempe: Bilingual Review 
Press, 1993. p.117

34 Broyles p. 117



continues to say, “[t]his achievement carries special significance in the city of San 

Antonio, a major center of Chicano population and culture.”35

 The Festival screened a total of 12 films for the two days of the festival. All 

twelve films fell into the category of Chicano cinema and the act of screening such films, 

supported Chicano cinema. Films were screened on both days in the evening starting at 

8:00 at the historic Sunken Garden Theater. 

Documentaries 

 La Raza: A Working People (60:00) director (d.) Moctesuma Esparza

Chicken Skin Movie (28:00) d. Carlos Calbillo

Children of the Fields (20:00) producer Xerox Corporation, d. Robert M. Young

Cristal (20:00) d. Severo Perez

Chulas Fronteras (58:00) producer Chris Strachwitz, d. Les Blank

Public Service Announcement 

The Alamo (1:00) d. Rubén Peña

Educational shorts

City Flats (8:00) (from Infinity Factory Series) d. Allen Muir 

La Abuela (28:30) (from the series La Esquina) d. Tom Hooper

19
35 Broyles p. 117



Narrative shorts

Messages in Clay (7:00) d. Barry Nye 

Religious Re-enactment

Nuestra Senora de Guadalupe (28:00) producer Franciscan Communications Center 

Theater production

Guadalupe (28:00) d. José Luiz Ruiz

The Festival also had a shorts showcase. The program totaled 30 minutes. These films 

included:

The Unjust producer Crystal City High School Filmmaking Class 

Foricanto III: Una Mirada d. Carlos 

Calbillo, After the Alamo d. Jesús Ramos 

Barrio News Special-The Torres Case d. Carlos Clabillo 

Los Mojados d. Bruce W. Bryant

Y No Se Lo Trago La Tierra d. Crystal City High School Filmmaking Class

Bilingualism: Promise for Tomorrow and Los Four d. Adolfo Vargas

20



 From the director and producer listings we can see that Anglos, corporations and 

institutions participated in the creation of Chicano cinema. No one was excluded because 

they were not Chicano. The film genre was about capturing the Chicano consciousness 

and community, which was open to all to participate.

 This year’s Festival grew in scope and became a bit more established. It did this 

by making use of two venues, the Sunken Garden theater and the Mexican-American 

Cultural Center. Plus the Festival added panels with notable Chicano filmmakers. The 

Festival also gained funding support by local businesses and media. Additionally, they 

received recognition from city public figures. There were many accomplishments for the 

second year, which promoted a great outlook for the years that followed. 

Year Three: 1978

      The third Festival took place Thursday August 24th - Friday August 25th at the La 

Mansion de Rio Hotel with a reception at the Hilton Palacio del Rio, and screenings at 

the Theatre for Performing Arts, all located in downtown San Antonio. Similar to earlier 

years, the event was hosted by Centro Video of the Oblate School. Unlike the previous 

programs, this program lists the Festival staff, which were predominantly Latino. They 

included: Adan Medrano, Chairperson; Ken Amerson, Director of Operations; Stella 

Rodriguez, Film and Video Coordinator; Ruben Peña, Public Relations Coordinator; 

Mary Ortiz, Receptionist; and Daniel Meza, Special Consultant. 

21



     The program included welcome letters from San Antonio Mayor Lila Cockrell, and 

Representative Henry B. Gonzales. Cockrell’s letter again recognizes the fact that the 

Festival is a space for Chicano film and in that creation of space validated and supported 

the Chicano community. Her letter states: 

The Third Annual Chicano Film Festival portends great things not 

only for the future of film making within the Mexican American 

community, but for all people. As a tool of communicating the 

values, concepts and traditions of the Mexican American 

Community, film and video have the potential of saying in one 

moment what may be totally incomprehensible in any other 

medium.36 

 The program also included letters from notable community leaders and a 

proclamation from the City of San Antonio. They recognized the Festival’s focus as a 

Chicano film festival, noting that “[t]he Chicano Film Festival celebrates the vitality of 

the Mexican American Community and Filmmakers.”37 It is through this sort of public 

recognition that the Festival gained notoriety and validation in its efforts in Chicano film. 
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Symposiums 

 The panels were now called symposiums this year, and they were held at the 

beginning of the day at 10:00 AM and took place at the La Mansion del Rio Hotel. 

Symposium I was titled “The Present and Future Financial Base of Chicano Film,” and 

Symposium II was “Distribution & Exhibition Systems for Chicano Film.”38 Unlike the 

previous year, the symposium participants were ethnically and professionally diverse 

representatives from the media industry. The list included: Catherine Wyler, manager of 

network relations at Warner Brothers Television; Kathy Kline, project coordinator for the 

Independent Documentary Fund; Larry Brooks, sales manager for Columbia Pictures; 

Jennifer Lawson, National Director of the Film Fund; Louis P. Terrazas, board member of 

the Corporation for Public Broadcasting; Carlos Broullon, producer/distributer for Third 

World Films; Moctesuma Esparza, Chicano producer; Jan Haag, coordinator at the 

American Film Institute; and Jack Valenti, president of the Motion Picture Association of 

America (MPAA). The inclusion of these media professionals illustrates that the Festival 

wanted to imitate a dialogue between mainstream media professionals and Chicano 

filmmakers/producers, hoping to bridge the gap between Chicano cinema and mainstream 

media. 
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Films

 The 1978 Festival showcased 38 films. Of those films, 19 fell into the Chicano 

genre by content or by filmmaker. 

Documentaries

American Tropical (35:00) d. Jesus Treviño

En Las Calles de Este Los Angeles (40:00) p. Roberto Holguin

Entelequia Salazar (20:00) d. Juan Salazar, p. Susan Salazar

The Great Wall of Los Angeles (09:00) p. Donna Deitch

A Measure of Time (27:00) p. Ralph Maradiaga

Musica Tejana (25:00) d. Christina Patoski

Noventa-Ninety (05:00) p. Mariana Mejia

A Political Renaissance (53:00) p. Moctesuma Esparza

Narratives

Alambrista (160:00) p. Barbara Schultz, KCET-TV

Colonia (17:00) p. Moises Cubillo

Crystal City is Cold (34:00) p. B.P. McDonald

Dead in the Sierra (21:00) p. Warren Haack

Growing Pains (29:00) p. Bernard Lechowick, script Luis Santerio

The Horse of Pancho Villa (29:00) p. Dr. Ramon H. Tanquma, KLRN
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In Search of Pancho Villa (30:00) p. William Greaves

La Llorona (30:00) d. Sabino Garza

Merced (3:50) p. David Gonzales

Piñata (24:00) p. Diana Colson

Raices de Sangre (100:00) d. Jesus Salvador Treviño

 Unlike the previous years, the 1978 Festival had a special world premier film 

Only Once in a Lifetime (1978) d. Alejandro Grattan (see Figure 1.3), which the film 

program describes as a major motion picture “produced, directed, and financed by 

Hispanics.”39 In addition to the film screening, the Festival held a film reception, buffet 

and ball at the Hilton Palacio del Rio. 
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Fig. 1.3: Only Once in a Lifetime ad in film program.
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 This being the third year, the Festival continued to grow, so much so that they got 

a staff to organize itself. They continued to show films for and about Chicanos, with an 

added premiere film similar to the Hollywood industry. In doing so, the Festival 

supported and validated Chicano cinema as a genre on par with mainstream Hollywood 

films and the Chicano community. However, with sights on keeping up with mainstream 

media, would the founding intentions, a film festival by and for a community be lost?

Year Four: 1979

      This year the Chicano Film Festival changed its name to CineFestival and was no 

longer hosted by Centro Video. Instead the Festival was hosted only by the Oblate 

College of the Southwest, formally the Oblate School. Key staff included: Adan 

Medrano, Chairperson; Ken Amerson, Executive Director; Sylvia Leal, Entries 

Coordinator; Elaine Spalding, Public Relations Coordinator; Stella Rodriguez, Film and 

Video Coordinator; Ruben Peña, Special Consultant.

      The program’s cover page (see Figure 1.4) showed a flying eagle centered with a 

film strip in its claws with CineFestival in bold and large type underneath the strip. In 

smaller font at the bottom of the page are the words “4th Annual Chicano Film 

Festival.”40 The Festival was held on August 24th -  August 25th at the downtown 
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Mercado (market), Theatre for Performing Arts and the Hilton Palacio del Rio Hotel all 

located in downtown San Antonio. 

      

Fig. 1.4: 1979 CineFestival program cover page.
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Terminology

 The emphasis on CineFestival and de-emphasis on Chicano Film Festival hints at 

a re-orientation of the festival. Contrary to the assertion that CineFestival was a Chicano 

film festival on the program cover page, the welcome letters in the program refer to the 

Festival as Hispanic not Chicano. San Antonio Mayor Lila Cockrell’s letter reads:

The San Antonio CineFestival portends great things not only for 

the future of filmmaking within Hispanic communities, but for all 

people. For as a vehicle to express the values, traditions, and 

visions of Hispanics in the United States, film and video have the 

capability to communicate to all people what may be impossible or 

incomprehensible in any other medium.41

This passage is copied verbatim from the Mayor’s previous letter from a year earlier, 

except for the substitution of the word “Chicano” for  “Hispanic.” The de-emphasis of 

Chicano and its replacement by “Hispanic” by the Festival signals the same de-emphasis 

from leading public figures, which hinders the Chicano cinema presence publicly.  

      Similar to Mayor Cockrell’s letter, Representative Henry B. Gonzalez’ letter also 

used the word “Hispanic.” He stated:

I congratulate this fine endeavor on its ability to vividly present the 
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richness and vitality which is present in Hispanic communities 

throughout the United States. Most appropriate is that the festival is 

identified with San Antonio, Texas, a city already known for its 

Hispanic heritage and flavor. In this sense, the CineFestival through 

its promotion of Hispanic Film and video productions, provides an 

event as unique as the city itself.42 

By using the term “Hispanic” Representative Gonzalez recognized the expanding focus 

of the Festival from solely Mexican Americans to Latinos in general, of whatever 

national background. He also relates this new focus to San Antonio, a city high in 

Chicano populations. By not using Chicano, the Festival lost its Chicano cultural 

specificity, but broadened its inclusion of all things Hispanic. This re-focus on a Hispanic 

agenda serves a trend “toward grouping peoples together on the basis of having been 

colonized by Spain.”43 As Broyles explains:

These peoples are termed ‘Hispanic,’ which serves a a convenient 

label to counter the discomfort of dealing with several distinct and 

largely unrelated minority groups. In the tow of new (or renewed) 

politics of cultural homogenization a strange-bedfellows situation 

has been created: people as disparate as Chicanos, Puerto Ricans, 
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exiled Cubans, Yaqui Indians, Filipinos, etc., were subsumed under 

‘Hispanic.’44

In choosing to use the term Hispanic, the Festival risked losing its distinct Chicano 

emphasis on Chicano identity, culture, community and cinema.

Symposiums

      In addition to these changes, the Chicano focus of the Festival’s symposiums’ 

changed as well. Symposium I was titled “Cinema and Hispanic perspectives: Future 

Changes,” and Symposium II was “Critique of present Hispanic women’s film and 

video.”45 Though the Festival shifted their focus to a Hispanic focus, a majority of 

panelists were Mexican-American. The symposium panelists included: Magarita Galban, 

Cuban; Carmen Tafolla, Mexican-American; Leticia Ponce, Mexican-American; Grace 

Castro Nagata, Mexican-American; Marcela Fernandez Violante, Mexican; Sylvia 

Morales, Chicana. It is interesting to note that even though the Festival had chosen to de-

emphasize their Chicano focus, most of their speakers were Mexican-American and 

possibly Chicanas. This inclusion of Chicanas supports Chicana filmmakers and media 

professionals and in doing so a Chicano community.
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 Films   

 Forty two films were screened during the two day festival. I consider 15 of these 

films Chicano due to their content, explicit use of “Chicano” in their description, their 

title or due to the filmmaker. 

Documentaries

Angie (10:00) producer (p.) Stuart Roe

Camino del Barrio (9:58) p. Ignacio Acosta

Carnalitos (13:00) d. Ricard Davies 

Christ in Christmas (30:00) p. Oscar Lawson 

El Pueblo Chicano: The Beginnings (15:99) producers Jeff and Carlos Penichet 

El Pueblo Chicano: The Twentieth Century (20:00) producers Jeff and Carlos Penichet

Guns are a Girl’s Best Friend? (5:00) d. Noel Miranda

Jardines Del Barrio (13:07) producers Ignacio Acosta and Arturo Vasquez

Kico Martinez Canta (26:53) d. Chale Nafus

Lydia (26:02) d. Tony Bruni

Los Desarraigados (13:00) d. Francisco X. Camplis 

Mascaras (2:00) d. Francisco X. Camplis

Talkin’ Union (19:23) directors Glenn Scott and Maria Flores
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Short Narratives

Comunidad: A Family Concern (30:00) d. Carlos Saenz,

El Juanio (22:30) d. Efrain Gutierrez,

 

 By including Chicano-oriented films, the CineFestival was supporting Chicano 

cinema and a Chicano community by providing the viewing and discussion of these films 

and by extension production of Chicano cinema. However this support was on a much 

smaller scale versus in Festival years prior where the majority of films were Chicano-

oriented. So on one hand the Festival is opening up its doors for a diverse Latino voice, 

but on the other cutting back on the showcase of Chicano film. 

 It seems that the Festival was taking on a new direction with this year’s Festival 

articulated most notably by their new name, CineFestival. They especially shifted their 

scope by emphasizing “Hispanic” media, not just Chicano. In that, they opened up their 

Festival to a variety of Latino voices and participants, that perhaps influenced the 

direction of the years to follow. 

Year Five: 1980

      This year’s festival took place on August 22nd - August 23rd at the Mariott Hotel 

and the Theatre for the Performing Arts, both in downtown San Antonio. Hosted by the 

Oblate College, the festival’s key staff include: Adan Medrano, Chairperson; Ken 

Amerson, Executive Director; Conuelo Avila, Program Manager; Lowell Davis, 
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Development Officer; Ruben Peña, Publicity Director; Christine Ortega, Entries 

Coordinator; Josie Mauricio, Staff Aide; and Dolores Valdez, Secretary and Receptionist. 

As we can infer from the list, a majority are Hispanic. 

      This year’s the Festival program had the text “San Antonio CineFestival” on the 

cover, Chicano Film Festival was gone. The program included a “History and Objectives 

of San Antonio CineFestival,” section. This short section provided insight into the new 

focus of the Festival as Hispanic. It states “Five years and 22,000 participants later the 

Festival has gained national attention while retaining its original purpose: to showcase 

Hispanic producers and Hispanic-oriented programming.”46 The lack of mention of the 

Festival’s founding intentions as a space to support Chicano cinema illustrates the 

Festival’s shifting focus to Hispanic media and in a way, they were re-writing their 

history as a Chicano film Festival. However, even though the term “Chicano” is included 

under the category of Hispanic, it’s clear that the Festival's broad Hispanic focus lost the 

original founder’s intentions for the Festival to be a space for the marginalized Chicano 

community. 

      Mayor Lila Cockrell’s welcome letter no longer seems to encourage the vitality of 

a Chicano cinema, nor does it recognize the Festival’s support of San Antonio’s Chicano 

community. Instead, she states that “[a]s the only national forum for Hispanic producers, 

the CineFestival continues a tradition of worthy service in a city both proud of its unique 
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heritage and eager for future challenges.”47 The Festival’s new  Hispanic orientation takes 

away the direct support for a Chicano cinema and Chicano community and re-organizes it 

into a Hispanic agenda within a broader public sphere. 

  

Workshops  

 Instead of the usual symposiums, the Festival offered workshops. Gathering from 

their titles, the Festival continued to emphasize “Hispanic.” These titles included: 

“Computer Animation and Graphics,” “Distribution of Hispanic Media,” “Funding and 

Financing of Independent Hispanic Productions,” and  “Bilingual Scripts: Who Buys 

Them?”48 These workshops were lead by filmmakers Severo Perez, Juan Salazar and 

Carlos Penichet.

     

Films

 This year there were 80 films screened at the Festival. Out of the 80 films, 9 were 

Chicano oriented due to content or title. All were short documentaries and four of these 

focused on Chicano, art, musicians or music. The titles include: 
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Chicano Artists (11:00) d. Juan Salazar

Del Mero Corazon (28:00) d. Les Blank

El Visitante (28:00) d. Oscar Lawson 

La Familia (22:00) p. Moctesuma Esparza 

Little Joe Y La Familia (6:00) p. Betti Maldonado

Pachuco (40:00) d. Joseph R. Camacho

The Struggle (29:00) p. Jesse L. Nazareth

Theatre for the People (27:00) d. Kaleidoscope

XIC Indio - A Chicano Opera (29:00) d. Mark Baggs

 This year the Festival promoted itself as a nationally recognized film festival. I 

question if that recognition would have been given if the Festival was solely for Chicano 

film. I don’t think so, because shifting to Hispanic media opens up more Latino 

participation, a larger audience, and hence more possibilities. A Chicano festival can only 

speak on behalf of Chicano, which is a much smaller group. Therefore, Chicano film is 

no longer a focus of the Festival and it begins to suffer especially through its showcasing 

of Chicano films. There were 80 films, the largest amount of films so far and only 9 were 

Chicano related. Considering this, what impact would Chicano film have on future 

generations and media?
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Conclusion

      Chicano cinema was born out of political unrest and was used as a “weapon” to 

combat racial stereotypes, educate a Chicano community, create a space and to facilitate 

the beginnings of a discourse on Chicano cinema. The Chicano Film Festival was aligned 

with these ideals and created such a space that allowed Chicanos to screen and talk about 

Chicano cinema. And in creating this space, the Festival supported and nurtured the 

Chicano community in San Antonio and the U.S. 

      In its first three years, the Festival seemed to accomplish so much for Chicano 

cinema, they accepted all submissions and screened them for free. As the years 

progressed, the Festival got bigger and a bit fancier, holding their screenings and 

symposiums in downtown hotels. They even had their own “Hollywood”-esque premiers 

and tried to capture big names and must-sees, possibly to put them on the map and set 

themselves a part from other Festivals. 

 To take that a step further, they eventually changed their name and their focus to a 

“Hispanic” film festival and it seemed that the gains for Chicano cinema were lost. As 

mentioned above, in terms of discourse, if we are not discussing Chicano film, then we 

are not talking about it in a meaningful way, then it’s not put into practice, and knowledge 

about it could disappear.  

 Additionally, if that knowledge is gone, then the issue of stereotypes can persist. 

Chicanos are lumped into the Hispanic category, just like all other Latinos. Our cultural 
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differences are erased and we become a homogenous group instead of a heterogeneous 

group made up of many cultures, languages, nationalities, and backgrounds. We then run 

the risk of being characterized as the exaggeration of our homogenous culture and 

become stereotyped. 

 The new focus of the Festival towards “Hispanic” relegated Chicano cinema into 

what Broyles called oblivion.49 I don’t doubt that Chicano cinema continues to be a 

priority for the CineFestival, but I think Broyles is correct in her critique of it. Chicano 

cinema is powerful, its a weapon, and its a tool and it should be a focus. It should be 

supported through outright embracement of the term and film genre, especially by a film 

festival that began out of the Movimiento. 
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Chapter 2

CineFestival and Chicano Discourse

 After the initial first five years of the Chicano Film Festival, later named the 

CineFestival in 1979, Chicano film production was growing. Chicano filmmakers were 

expanding beyond the traditional “documentary impulse,” a form that had gave them 

structural freedom, was economically vaible, and allowed them “to reclaim the past and 

place it in direct relationship with the present.”50 Chicano film grew to include 

experimental, short fiction, and (taking a cue from Efrain Guiterrez’ Please Don’t Bury 

Me Alive [1976]) feature films. Some mainstream Chicano feature films that received a 

San Antonio CineFestival premiere over the years were Up in Smoke (1978), Born in East 

L.A. (1987), La Bamba (1987), Stand and Deliver (1988), and Selena (1997) .

 The Festival was public which enabled the Mexican-American audience to see 

themselves and share in their viewing of films related to their experience, and which 

would potentially foster support for Chicano filmmakers, prompt dialogue, critique and 

encourage participation. The CineFestival was an opportunity for minority audiences to 

see themselves. What media did these audiences view and how did the CineFestival 

promote a Chicano discourse?51
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Background: Guadalupe Cultural Arts Center

 By 1983, CineFestival found a new home at the Guadalupe Cultural Arts Center 

(GCAC), and a new director in Eduardo Diaz. The GCAC was established as a nonprofit 

organization in 1980 and still exists today. Its mission is to:

preserve, promote and develop the arts and culture of the Chicano/Latino/

Native American peoples for all ages and backgrounds through public and 

educational programming in six disciplines: Dance, Literature, Media 

Arts, Theater Arts, Visual Arts and Xicano Music.52

Situated on San Antonio’s west side, the GCAC occupies numerous buildings on 

the intersection of Guadalupe Street and Brazos Street. The Center is comprised 

of a theater (see Fig. 2.1); an office building; an annex for workshops, classes, and 

showcases; an outdoor plaza; a conference building; and a gallery building that 

includes a gallery space, kitchen, dance room, computer room, storage and 

classroom space. The Festival found an appropriate home at the GCAC since the 

Festival originally reached out to the West side community during the initial 

years. Founder Adán Medrano describes this well in stating that the Festival was 

an “idea born in the Westside of San Antonio and organized by colonia people.”53 
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In the years since 1983, the GCAC has managed festival staff, organizes and hosts 

the CineFestival.

Fig. 2.1: Guadalupe Theater entrance with marquee that reads “Chicano Arts in 
San Antonio.” Image credit thanks to visitsanantonio.com.
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CineFestival 1993

 San Antonio’s CineFestival in 1993 opened on Wednesday, August 18th and went 

through  to Sunday August 22nd at the Guadalupe Cultural Arts Center. The festival 

utilized the Guadalupe Theater, the Cesar Chavez annex building, the Guadalupe Plaza, 

and the Avenida Guadalupe conference room. The Festival was as follows: admission to a 

two hour screening was $5, a festival pass was $40, a pass with GCAC membership was 

$55, the workshops were $10, and admission to panels and open discussions were free. 

The CineFestival staff include CineFestival Director Gustavo Vasquez and Assistant 

Manager and CineFestival Co-Director Franco Ontiveros. Since the festival was now 

operating under the GCAC whose Executive Director was Pedro A. Rodriguez, the center 

provided department staff in marketing/public relations & publications to support the 

needs of the CineFestival. 

 Chicano imagery and articles were dispersed through the Festival program. The 

program was printed on newspaper print and glued together in a 8 1/2 x 11 booklet.
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 As you can see in figure 2.2, the 1993 program has the title “Tonantzin” runs across the 

top of the book with a small font header across the bottom of the title that states, “Vol. 8, 

No. 5, San Antonio CineFestival, August 1993.” Tonantzin has been an important figure 

for Chicanos because she is the indigenous precursor of La Virgen de Guadalupe, the 

“mother image for the Mexican nation,”  and the Movement emphasized its indigenous 

Fig. 2.2: 1993 CineFestival program cover.
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heritage over their Spanish colonial past.54 In turn, the title of “Tonantzin” on the cover of 

the film program is a sign that emphasized Chicano history. 

 There were many portions of the Festival program that aided in the promotion of 

Chicano media. Unlike the first five years of the festival, the CineFestival program did 

not have proclamations, but instead offered “Director’s Notes,” written by Gustavo 

Vasquez, on the inside cover. An inclusion of the term “Chicano” in the Festival program 

was an important way that Chicano discourse was promoted. Vasquez says many valuable 

things in his notes that provide an insight into the motivations for the 1993 Festival. He 

welcomes the attendees to the Guadalupe Cultural Arts Center’s CineFestival and 

acknowledges that the Festival has “continued [its] struggle to advance the image of 

Chicanos and Latinos in cinema”.55 

 Vasquez also describes the two functions of the festival which I will at length 

because I believe it provides the position of the CineFestival and its director on Chicano/

Latino film and video making. He states:

First, it offers an audience for the emerging video and filmmaker which he 

or she otherwise would not have. The dismissal of beginning Chicano/

Latino filmmakers by mainstream festivals is a well known 

fact....Secondly, it is the goal of this year’s schedule to present the public 

44

54 Peterson, Favrot Jeanette. “The Virgen of Guadalupe: Symbol of Conquest or 
Liberation.” Art Journal. Vol. 51. No. 4. (1992): p. 46 Print. 

55 Vasquez, Gustavo. “Welcome” CineFestival Film Program. Guadalupe Cultural Arts. 
1993. p.2 



the opportunity to view the diverse and complex gamut of genres and 

subjects addressed by this year’s film and video makers. Only a festival 

like CineFestival can offer the setting for this diverse group of Chicano/

Latino video and filmmakers.56

 Vasquez’ use of both Chicano and Latino is very telling. As mentioned by Stuart 

Hall in his analysis of discourse by Michel Foucault, discourse is not just a linguistic 

concept, it is about language and practice.57 Discourse “governs the way that a topic can 

be meaningfully talked about and reasoned about.”58 Therefore as Hall lays out, Foucault 

argued that “since we can only have a knowledge of things if they have a meaning, it is 

discourse - not the things-in-themselves - which produces knowledge.”59 By employing 

both terms, Vasquez is illustrating that they are similar since they are both descriptive of a 

Latino film festival. However by singling “Chicano” out, even though most would lump 

it into “Latino,” he is validating the use of the term for a distinctive group. Vasquez is 

acknowledging the Chicano community and its use of the term as a source of 

empowerment in addition to invoking Chicana/o consciousness of the Movement and all 

that it stood for at that time. This is remarkable because even though “Chicana/o” was 

taken back by the Chicano movement to instill a sense of pride and shared history, the 
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term is still somewhat viewed as a negative term for many Mexican Americans not 

directly involved in the Movement in Texas.60  The inclusion of “Chicano” supports 

Chicano discourse and therefore creates a space for Chicano cinema, exhibition, and 

discussion. 

 The film festival explains its funding and support through a one-page listing in the 

program titled “1993 San Antonio CineFestival Support.”61 Support for this year’s 

festival was provided by Anheuser Busch Companies, National Alliance for Media Arts 

and Culture, Sony Corporation, the Texas Commission for the Humanities, Valero Energy 

Corporation, San Antonio Express-News, Frost Bank, International Bank of Commerce, 

KWEX-TV, the Avenida Guadalupe Association, San Antonio Press and Salas & Co. The 

GCAC received support and funding locally and nationally, it is through these means that 

the Festival could continue to showcase Chicano film to an audience.

Workshops and Panels

 There were plenty of workshops and panels offered during the Festival year. The 

first panel discussion was titled “Women of Color in the Film Industry and Public 

Broadcasting Service,” at the Guadalupe Theater. The moderator was Rosa Linda 

Fregoso, Ph.D., author of The Bronze Screen, Chicana and Chicano Film Culture. 
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Panelists for this panel included Chicanas like Linda Cuellar, Executive Producer of the 

PBS series, “Heritage,” Evelina Fernandez, actress and screenwriter, Lupe Ontiveros, 

actress, and Graciela Sanchez, Director of the Esperanza Peace and Justice Center in San 

Antonio, who is queer identified. The participation of women of color proves that the 

Festival acknowledged not only the barriers for minorities but also those of women in our 

community and therefore made it a point to provide a space for dialogue and 

participation. 

 The next panel offered at the same location and was titled “New Independent Film 

and Video: The State of Contemporary Chicano/Latino Filmmaking and Videomaking,” 

also moderated by Rosa Linda Fregoso. The panelists included Jose Luis Valenzuela, 

Director (How Else Am I Supposed to Know I’m Still Alive [1991]), Alex Vargas, Director 

(Esta Noche [1992]), Jorge Sandoval, Director  (City of Passion [1993]), Beverly 

Sanchez-Padillla, Director (De Mujer A Mujer [1993]), and Carlos Avila, Director (La 

Carpa [1992]). The majority of these participants were Chicano filmmakers and Fregoso 

was a Chicano film historian. It is in a panel like this that Chicano media was discussed, 

which validated its existence and hopefully inspired more like-minded filmmakers, 

because we need to keep talking about it for it to continue.  

 The last panel was moderated by Chon Noriega, Ph.D. and Editor of Chicanos and 

Film: Representation and Resistance, which offered a retrospective discussion about 

Chicano film and included pioneering Chicano filmmakers. It was held at the same 

location and was titled “Chicano Cinema: El Movimiento.” The panelists included Jesus 
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Salvador Treviño, Writer/Director of Yo Soy Chicano (1972), Raices de Sangre (1975), 

and Seguin (1985), Jose Luis Ruiz, Executive Director, National Latino Communications 

Center, and Sylvia Morales, Director of Chicana (1979). The Festival’s inclusion of a 

retrospective discussion on Chicano film was very beneficial to the film community  

because it continues the education of the film genre.

 In addition to panel discussions, the Festival held two workshops both led by 

Chicano filmmakers in the Avenida conference room. The first was titled “Screenwriting 

for the Short Narrative,” led by Alex Vargas, producer and director of Esta Noche (1992). 

The next workshop was titled “Funding Your Film Production: Working with a Sample 

Proposal,” led by Jesus Salvador Treviño. Therefore, not only was the Festival creating a 

space of dialogue for Chicano film and community, but they were also creating a space 

for promoting the production of Chicano film and putting dialogue into practice through 

media making. 

1993 Films

 The main focus for the CineFestival was its film screenings of Chicano films. In 

1993 a total of 121 films of various lengths were screened, which ranged from 

experimental, documentary and fiction. Unlike the acceptance of all submissions in the 

originating years, the Festival chose a jury to screen and select films to include in the 

year’s programming. Moreover, the films also competed in the Premio Mesquite Award 

competition.  For this competition “entries in four different genres are viewed by a panel 
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of jurors who select top works and works receiving honorable mentioned in the 

categories of Documentary, Experimental, First Work and Fiction.”62 The jury for this 

year included locals:

San Antonio visual and performance artist Agosto Bianco Cuellar, video 

producer Michael J. Deosdade, independent producer Conrad Gonzalez of 

Artezan/Artesan Productions, former CineFestival Co-Director and 

manager of the UTSA recital hall Cindy Rios, and local actress/writer 

Mariana Vasquez.63

 There were over 122 films screened and two films in the Chicano film genre that 

won a Premio Mesquite Award. These were:

Honorable Mention in Fiction

La Carpa (1992) by Carlos Avila 

Special Jury Award

How Else Am I Supposed to Know I’m Still Alive (1991-1992) directed by Jose Luis 

 Valenzuela 
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Other winners included:

Documentary 

Kids From Rio 

Documentary Honorable Mention 

Los Que Se Van

First works/Emerging Artists 

Sueños de Loteria 

First Works/Emerging Artists Honorable Mention

Corazón de Vegetable

Fiction 

Confesión A Laura

Experimental Premio Mesquite 

History of Violence 

Experimental Honorable Mention

 Mis Otros Rostros. 

 

 There were 32 films in the Chicano genre by way of filmmaker and/or political or 

cultural content, which are listed below.

Documentary

¡Adelante Mujeres! (1992, 30:00, 1/2’’) director (d.) Mary Ruthsdotter
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The Aztlan Chronicles (1992, 15:00, 3/4’’) d. Daniel Jacobo

Chagoya Goes to Disneyland (1993, 15:00, 1/2’’) d. Eastbay Media Center Videomakers 

 Workshop ’92-’93

De Mujer a Mujer (1993, 45:00, Video) d. Beverly Sanchez-Padilla

Fascinating Slippers (1992-93, 30:00, 3/4’’) d. Juan Garza

Homeboys (1992, 26:00, 3/4’’) d. Carlos Solis Jr.

Irreverent Resurrections (1993, 6:00, 1/2’’) d. Doom and Gloom Productions/Guadalupe 

 Video Makers 

Locos Tambien (1992, 8:00, 1/2’’) d. Joanna Berton-Martinez

El Mundo L.A.: Humberto Sandoval, Actor (1992, 12:00, 1/2’’) d. Harry Gamboa Jr. 

Pollution Knows No Borders (1992, 8:00, 1/2’’) d. Linda Cuellar

Tejano State of the Art (1992, 27:00, 3/4’’) d. Roy Flores 

The Texas Tornados (concert) (1992, 38:00, 3/4’’) d. Daniel Jacobo

The Dream Team (1992, 8:00, 3/4’’) d. Roy Flores

Two Spirits: Native Lesbians and Gays (1992, 26:00, 3/4’’) d. T. “Osa” Hidalgo de la 

 Riva 

Sin Fronteras (1991, 28:00, 3/4’’) d. Cheche Martinez and Colin Jessop

Visions of a Chicana (1993, 5:00, 1/2’’) d. Las Chavalas/I-2 Productions/Guadalupe 

 Video  Makers
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Shorts

The Bite of Apathy (1991, 24:00, 1/2’’) d. Alex Hakobian

Breaking Pan with Sol (1992, 24:00, 35mm) d. Nancy de los Santos 

Los Carnales (1992-1993, 28:00, 16mm) d. Alejandro Hinojosa

City of Passion (1993, 15:00, 3/4’’) d. Jorge Sandoval

Dark Glasses (1993, 4:00, 3/4’’) d. Sandra Pena-Sarmiento, experimental short

Dos Por Dos (1993, 15:00, 1/2’’) d. David Zamora Casas, experimental short

How Else Am I Supposed to Know I’m Still Alive (1991-1992, 32:00, 35mm) d. Jose Luis 

 Valenzuela

Esta Noche (1992, 30:00, film) d. Alex Vargas

Factor No. Nine (1993, 5:00, 1/2’’) d. Adam Rocha, experimental short

La Carpa (1992, 58:00, 35mm) d. Carlos Avila

Mujeria: Primitive and Proud, Part II (1992, 17:00, 3/4’’) d. T. “Osa” Hidalgo de la Riva, 

Nopalito’s Milagro (1992, 15:00, 3/4’’) d. Franco Ontiveros

Regeneration (1992, 30:00, 16mm) d. Jeffrey Reyna

Tanto Tiempo (1992, 26:00, 35mm) d. Cheryl B. Leader

Three Generations of a Latino Family (1992, 8:00, 3/4’’) d. Paul Bonin Rodriguez

To Love Without the Glove (1993, 5:00, 1/2’’) d. Lisa Suarez and Brigid McSweeney
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Special Program: Guest of Honor - Lupe Ontiveros

 The Festival recognized a guest of honor, Lupe Ontiveros, a Chicana actress, 

whom they celebrated in a full-page spread in the program. The spread opens with a 

welcome to Ontiveros and continues through a listing of her work as a Chicana actress 

including two films screened at this year’s Festival; How Else Am I Supposed to Know 

I’m Still Alive and La Carpa. The page ends by acknowledging Ontiveros’ struggle to 

change “the images of Chicanas/Latinas in the media by recognizing and strengthening 

our existing cultural values,” and by recognizing that she succeeded “not only at work, 

but also as a wife and mother.”64 Paying tribute to Ontiveros is acknowledgment of her 

efforts in mainstream and independent media and therefore creates a Chicana/o space of 

acknowledgement and support this cinema. 

Articles

 Unlike the initial five years of the Festival, this year’s program included short 

written works on various media topics by media makers and scholars, which added to the 

media variety for Chicana/o consumption. Three out of the four works spoke directly to 

Chicana/o cinema, which affirms a Chicana/o discourse and space. “Re-Defining Aztlan 

20 Minutes At a Time - Interviews with Four Filmmakers,” by Jim Mendiola, interviews 

four filmmakers that are creating Chicana/o films beyond the traditional narrative of 

“farmworkers, or stories set in the barrio,” to include a new level of the Chicano 
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experience.65 “The Bronze Screen: Chicana & Chicano Film Culture,” written by Rosa 

Linda Fregoso, discusses the growth of the definition of Chicano film from being “by, 

about and for Chicanas and Chicanos” to be a film whose production is mainly completed 

by Chicanos (32). Sandra Peña-Sarmiento writes about the need for a diverse Chicana/o 

experience through film in “Pocha Manifesto #1,” and like Francisco X, calls Chicana/o 

filmmakers into action.

 For this year’s CineFestival,  Festival staff included written works within the film 

program, they selected film works to be included in the Festival versus accepting all 

submissions, and they created an award competition for the films. This competition strays 

away from the original intent of the Festival to be inclusive (open for all Chicano 

filmmakers at any level) versus exclusive. But as the Festival grows and the submissions 

grow, not all films can be screened due to the limitations of time and space. The Festival 

supported Chicano media through its focus on Chicano themes and participation in panels 

and Festival screenings. 

CineFestival 1996

 The 1996 Festival took place from Wednesday, January 31, to Sunday, February 4, 

1996 at the Guadalupe Cultural Arts Center theater and annex building. Tickets for the 

opening night film and reception cost $8.00, evening film passes were $6.00 for adults, 

$5.00 for students and $4.00 for children, day film passes were the same price as evening 
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passes, and the Festival pass, which included all screenings and panels was $25.00 for 

adults and $20.00 for students.66 The Festival staff under the operation of the GCAC was 

Director Jim Mendiola (who wrote a piece in the 1993 Festival Program), CineFestival 

Assistant Cristina Ibarra, Graphic Designer Robert Karimi, Cover Designer Lilly 

Rodriguez, Copy Editor Rosa Romero, Caso Reales & Shirt Designer Lalo Lopez, 

Contributors Ethan Van Thillo and Ray Santisteban, a majority of whom are Chicano and 

Latino.

 The Festival program was a bound 8 1/2 by 11 booklet on matte paper with a full 

color cover. The program cover art was a commissioned work by San Franciso/Bay artist 

Lilly Rodriguez, of Chicana and Puerto Rican heritage. As seen in Figure 2.3, her work is 

a story through images of a strong Latina which invokes Chicano imagery in 4 different 

historical periods, such as the Aztec Princess, indigenous Goddess, the Zoot Suit days, 

and low rider culture through four comic drawn images. The 1996 Festival program 

promoted Chicano culture by utilizing historical imagery that communicated its support 

of Chicano film. 
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 In addition to the cover, the Chicano video maker Lalo Lopez contributed the 

comic “Casos Reales: Una Historia de Hollywood.”67 The comic spans several pages in 

the program and centers Chuck Garcia, a Chicano actor in Los Angeles trying to pitch a 

TV show to Shelly Maravilla,  a Latina producer, that is beyond Latino media 

stereotypes, but he is turned down because a Latino TV show can’t be “too political, 

Fig. 2.3: 1996 Festival program cover illustrated by Lilly Rodriguez.
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smart or ethnic.”68 Also spread throughout the program is the short comic strip, “La 

Cucaracha,” the first Latino themed nationally syndicated comic strip by artist Lalo 

Alcaraz. As these examples illustrate, the CineFestival used any space available in the 

1996 program to promote a Chicano media, whether it be through art, comics, or 

writings. 

  On page 4 of the program, we find Jim Mendiola’s Director’s welcome. 

Mendiola had been a volunteer with the Festival in previous years, contributing his time 

and writing (for example in the 1993 Festival program) and is also a San Antonio 

filmmaker.69 Mendiola begins by welcoming the Festival’s participants, and then notes 

how they have the “unique opportunity to see in one place over five days [of] the latest 

Latino expressions in film and video”.70 He explains that it is the CineFestival  

where the numerous views expressed range in diverse, unpredictable 

multitude - - representative of the varied and nuanced complexities of 

U.S. Chicano/Latino life, complexities mainstream media, it seems, will 

never completely understand, and representations only we are fully 

equipped to make.71

57

68 Lopez, Lalo “Casos Reales!” CineFestival Film Festival Program. Guadalupe Cultural 
Arts Center. 1996 p. 7

69 Mendiola has written and directed three Chicano oriented films and are what I would 
consider post-modern in that they showcase the contemporary identity of Chicanos living 
in Texas, more specifically San Antonio. All films were shot in San Antonio, Texas.

70 Mendiola, Jim. “Director’s Note.” CineFestival Film Festival Program. Guadalupe 
Cultural Arts Center.  1996 p. 4

71 Mendiola, Jim. “Director’s Note.” p. 4



He goes on to reflect on the current difficult times for Latinos, but how recalling our past 

within el movimiento can be of help. He writes:

In an era when 187 becomes law, affirmative action programs are gutted, 

and Texas judges forbid by court order parents teaching Spanish to their 

children, the civil rights gains of the past seem distant and forgotten. But 

as I look over the 80 plus screenings and activities we have scheduled, it is 

the two panels especially - one on the upcoming ¡Chicano! PBS series and 

the other with some emerging feature filmmakers -- that counter best the 

apparent bleakness.72

Mendiola continues by connecting today’s filmmakers to the Movement:

The panels demonstrate the need to know our history and how important it  

is to recognize that any future success by these or any other emerging 

Latino filmmakers is inextricably linked to the battles won by activists 

during the Chicano movement, and how their hard fought struggle for 

access to document our own history -- for ourselves -- has allowed a group 

of emerging narrative feature filmmakers the skills to define ourselves for 

the future.73 

 Mendiola’s point point about future Chicana/o filmmakers is an interesting one. 

The original focus of Chicano film was to document our history, a history that had been 
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distorted, lost and lacking our voice. The original movement of Chicano film had given 

emerging filmmakers the means to be able to tell new versions of the our experience 

beyond what Mendiola stated in the 1993 Festival namely, “farmworkers, or stories set in 

the barrio.”74 Mendiola uses a language based on Chicano history that supports a Chicano 

space for viewing, dialogue and participation.

Sponsors 

 The Festival’s sponsors were featured in individual advertisements throughout the 

program as opposed to a one page listing used in the 1993 Festival. There was a non-local 

ad for RK Graphics, an ad for local Computer Guys and again Salas & Co., a business 

that does architectural millwork, custom furniture and the CineFestival awards. There 

was no mention of any funding from local arts agencies or federal funding as in previous. 

Panels

 There were no workshops or discussions offered at this year’s Festival but there 

were two panels offered, one of which focused on the Chicano Movement. The panel was 

titled “¡Chicano! A History of the Mexican-American Civil Rights Struggle,” which 

mainly discussed the “production, the process of producing a historical documentary and 

the inherent responsibilities of telling so important a story,” on the four-part documentary 
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series of the same title.75 Participants of this panel were Hector Galán, Series Executive 

Producer; Mylené Moreno, Producer; and Ray Santisteban, Associate Producer, and was 

moderated by Antonia Castañeda, Ph.D. This panel gave a place for a dialogue on 

Chicano history and media, from Chicano producers themselves. This was a great 

opportunity provided by the Festival that hopefully gave audiences information on the 

Movement and its founding of Chicano film. 

1996 Films

 Sixty-four films screened during the Festival and again Premio Mesquite Awards 

were given out. Judges in the jury were locals and consisted of: George Flores Ozuna, 

English/Electronic Teacher; Victoria Garcia, a published Chicana poet; Dennis G. 

Medina, doctorate candidate in History at UT Austin; and Laura Varela, a San Antonio 

filmmaker. Two Chicano films won awards.

 

Honorable Mention in Short Fiction 

Pochonovela (1995) by Coco Fusco and the Chicano Secret Service 

 Best Experimental

Naftazteca (1994) by Adrienne Jenik, Phillip Djwa, and Guillermo Gomez-Peña. 

Other winners included: 
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Special Jury Award 

Frontierlandia (1995) 

Best Narrative 

The Water Carrier

Best Narrative Short 

Interrogación (1995)

Best Documentary 

The Desert is no Lady (1995)

Best First Work 

Gay Cuba (1995)

 

 Out of the 64 films, 13 were Chicano by way of their filmmaker and/or their 

social or cultural content. 

Documentary Shorts

Celebrating Aztlan Through Chicano Action (1995, 7:00, Video) d. Agosto Bianco 

 Cuellar and Mary “Beetle” Carroll, 

Cada Cabeza Es Un Mundo (1993,42:00, Video) d. not listed

Two Stories (1995, 6:00, Video) d. Melinda Stone. 
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Narrative Shorts 

Flat Time (1995, 26:00, 16mm) d. Jesse Borrego

Painflower (1995, 86:00, 16mm) d. Fred Garcia, Juanita Ellis (1995) d. Mylene Moreno

Pochonovela (1995, 27:00, Video) d. Coco Fusco

Pretty Vacant (1996, 33:30, 16mm) d. Jim Mendiola

Mi Pollo Loco (1995, 40:00, Video) d. Andrew Durham

Follow Me Home (1995, 35:00, 35mm) d. Peter Bratt.

Experimental

Unmasked!: The Story of the Pocho Villa Liberation Army (1995, 45:00, Video)

 d. Estaban Zul, Lalo Lopez, and Del Zaimora

El Naftazteca: Cyber Aztec TV for 2000 A.D. (1994, 58:00, Video) 

 d. Guillermo Gomez-Peña and Roberto Sifuentes

The Holy Tree (1994, 3:00, Video) d. Reneé Moreno

The Pocho! Show (1996, mixed media) creators Lalo Lopez and Esteban Zul

Feature Narratives 

El Corrido de Cherry Creek (1995, 105:00, Video) d. Gwylym Cano, 

Staccato Purr of the Exhaust (1995, 92:00, 16mm) d. L.M. Meza, and 
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Special Program: Guest of Honor - Jesse Borrego 

 The 1996 CineFestival saluted Chicano actor Jesse Borrego, demonstrating that it 

not only supported Chicana/o film and filmmakers, but actors as well.76 The one-page 

layout showcased some still frame captures of Borrego’s film work and a couple of 

paragraphs that expressed why the actor was being celebrated. The CineFestival 

explained that the special recognition to San Antonio actor Borrego was because of “his 

ties to the community” and because he had “remained committed to the spirit of 

independent Chicano/Latino film” (ibid). This salute recognized the contributions actors 

not only in film but the larger community and in it is through that recognition that the 

Festival fostered Chicano media discussion.

Articles

 Three articles were included in the program, two of which directly discussed 

Chicano media. Both articles discussed Chicano film and hopefully provided some 

insight into their topics and inspired their readers. The first is “La Familia Examined” by 

Ethan van Thillo, a film festival curator who was invited to showcase recent work from 

Chicano/Latino students that dealt with family. Thillo details the works included in the 

showcase and attributes the beginning work of emerging Chicano/Latino filmmakers to 

universities and colleges, a relationship similar to the Chicano generation of the 70’s at 

UCLA. It is “at educational institutions across the Americas, Chicano/Latino students are 
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breaking down the stereotypes, developing new aesthetics and depicting experiences 

contrary to what is usually seen on television or on the big screen.”77 

 Ray Santisteban wrote “For Sale or Rent: U.S. Television Archives & The History 

of La Raza.” As the associate producer of the ¡Chicano! documentary series, Santisteban 

wrote from personal experience of working with archive houses, which own the rights to 

a “substantial amount of Chicano/Latino history for which there is limited access, 

exorbitant use fees, and worst of all, no ownership by the very community which 

produced the images (Latinos).”78 Santisteban details these archive facts and urges that 

Chicanos’/Latinos’ media should remain in the hands of the community and he outlines a 

plan of action to accomplish this goal.

 The 1996 Festival program was full of Chicano imagery, cultural references, 

filmmakers, and films. I want to emphasize that this was the only year that the Festival 

film program contained Chicano imagery spread throughout the program. Not only was it 

traditional Chicano imagery, but was illustrated in a comic book style popular at the time. 

There was also the inclusion of the first Chicano mixed media presentation. This is 

noteworthy because it shows that the Festival, by way of its Director, acknowledged the 

growth of Chicano media. Not only was this acknowledgement apparent in the imagery, 

but the film program articles pointed out current issues that Chicanos and Latinos were 
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facing at the time. Rather than discarding the history of Chicano cinema, the Festival 

brought it back from the past by presenting a panel on the recent release ¡Chicano! series, 

which prompted dialogue about the rise of the Movement and Chicano cinema. 

CINEFESTIVAL 1997

 This year marked the 20th anniversary of the CineFestival and ran Wednesday, 

August 6th, through Sunday, August 10th. The pricing was a bit more complicated 

because there were day and evening admission prices. Admission prices were $6 for 

adults, $5 for seniors/students, and $4 for children. These prices got you into all the 

events during the day (till about 6 PM) and you would have to pay again ($6 for an adult) 

to attend the night programming. Hosted by the Guadalupe Cultural Arts Center, 

CineFestival were screened in the Guadalupe Theater and the Cesar Chavez screening 

salon (formally the annex), which were across from each other on the corner of Brazos 

and Guadalupe streets. 

 Festival staff included the new director Linda Cuéllar, a Chicana filmmaker; Zet 

Baer Harst Assistant Director; Cindy Solis Assistant Director; Cynthia Nixon Media 

Program Intern; and Ricardo Reyna Media Program Intern.79 A new aspect at this year’s 

Festival was the introduction of the CineFestival Advisory Board which, consisted of 

local figures: Don Brown, USAA; Eve Díaz, San Antonio Parks and Recreation; Max 
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Parilla, Guadalupe Cultural Arts Center; Beva Sanchez-Padilla, Brackenridge High 

School; Jeannette Sigard, KLRN-TV; and Laura Varela Yerba of Buena Productions.

 The program was printed on 8 1/2 by 11 paper and bounded into a booklet with a 

full color cover printed on card stock. As seen in Figure 2.4, the cover invokes traditional 

Chicana/o southwestern design for its 20th anniversary. The commemorative cover that 

featured the number 20 surrounded by a southwestern decorative circle in the center. 

Above the numeral 20 is the text “Guadalupe Cultural Arts Center 20th Annual.”  Below 

this is the text “San Antonio” with “CineFestival” below that running along the width of 

the paper encompassed by a film strip. The date, August 6-10, 1997 is right aligned at the 

bottom of the page. 
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Fig. 2.4: 1997 CineFestival program Cover.
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 Keeping with the tradition of the first five years of the Festival, there were 

welcome letters from the CineFestival Director Linda Cuellar, the GCAC Director Pedro 

A. Rodriguez, Mayor Howard Peak, the director of Arts and Cultural Affairs, Eduardo 

Diaz, and a Proclamation signed by the Mayor, all of which appeared in the first few 

pages of the program. Other than Cuellar using “Chicano” once in her remarks, there 

seems to be a different discourse from the program years, 1993 and 1996. Whereas 

during the previous year there was constant use of “Chicano/Latino,” now the preference 

was for the term “Latino.” If we recall Hall’s analysis, discourse governs meaning that 

produces knowledge, so simply using or not using “Chicano” is very powerful. By using 

the term Latino, the Festival is choosing to take a focus away from Chicano media and 

filmmakers.

 For example, Cuellar’s welcome letter focuses on the 20th anniversary of the 

Festival and how it has become a “national event.”80 She goes on to describe this year’s 

Festival and includes “Chicano/Latino”:

This year’s CineFestival commemorates the contributions of the 

filmmakers, media artists, and the audiences who fostered the 

development of what has become an impressive Chicano/Latino body of 

work: Our projects are on the big screen and on television (thought not at 
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the rate we would like) and are increasingly included in our schools’ and 

universities’ library collections.81 

She then replaces “Chicano” in favor of just “Latino”:

The Festival also showcases works produced by Latino filmmakers during 

the past year by both established and emerging artists. Our line-up of 

films, videos and panels discussions are a testament to the wide scope of 

subjects and themes addressed by Latino filmmakers, as well as to the 

varied visual approaches they employ.82 

The next paragraphs of the letter give a short history on past Festival directors, who 

included Adan Medrano, Eduardo Diaz, Yvetter Nieves Cruz, Gustavo Vasquez, and Jim 

Mendiola and gives their current whereabouts. She ends by thanking staff members and 

volunteers that helped with the Festival. The rest of the letters are very similar to 

Cuellar’s in that they recognize the CineFestival’s as the longest running “Latino” film 

festival and its contributions in showcasing “Latino” media.

 Sponsors for the Festival include the City of San Antonio Department of Arts and 

Cultural Affairs, National Endowment for the Arts, Alice K. Meyer Foundation, SBC 

Foundation, lila Wallace-Readers Digest Fund, Southwest Airlines, Filmmaker Magazine, 

Missionary Oblates of Mary Immaculate of Texas, San Antonio Express-News, and 

Anheuser-Busch Companies (24). In addition to these listed there were advertisements 
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within the Program that surely benefited the Festival spread through out the last 8 pages. 

These include ads for the Radisson Hotel, Blue Star Cafe, Espuma Coffee & Tea 

Emporium, Alamo Community College District, Keys to Communication, Benavides 

Picture Framing, Kell Muñoz Wigodsky Architects, Liberty Bar, Four Points Hotel, 

KLRN  Public Television, Southwest Alternate Media Project, and Deaton-Cano-

Cisneros-Internet. It is through this generous support that the Festival was able to 

celebrate its 20th year and sustain itself for future generations of Chicano/Latino 

filmmakers and engage its larger community. 

Workshop and Panels

 Two panels and one workshop were offered during the Festival but there was no 

focus on Chicana/o film as a main topic of discussion, which is surprising since the 

Festival originated as a Chicano Film Festival and this could have been a moment for 

reflection on the progress of the genre 20 years past. However, Chicanos were panel 

participants and were able to share their media insight in the panel discussion, which 

shows that the Festival valued their opinions. These panels included “Funding Strategies 

for Independent Producers,” “La Frontera on Film - Images, Myths, and Realities of the 

U.S./Mexican Border,” and one workshop: “Getting Past the Idea Stage.”83 Chicano panel 

participants include filmmakers; Hector Galán, Carlos Avila, Adán Medrano, Jim 

Mendiola, Rick Tejada-Flores, and Ray Telles.
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1997 Films 

 There were a total of 27 Chicano films, determined by their content or the 

ethnicity of the filmmaker, out of a total of 58 films that screened at this year’s Festival 

and some of these were Chicano film “classics.”84 Some of the Chicano films won a 

Premio Mesquite Award. The jury for the CineFestival were San Antonio locals and 

included: Don Brown, Texas Filmmaker; Greta de Leon, film and theater coordinator at 

the Instituto Cultural Mexicano in San Antonio; Beva Sanchez - Padilla, film and video 

producer; Jeannette Sigard, Program Manager at KLRN-TV; Laura Varela, co-founder of 

Yerba Buena Productions; and Fred Weiss, Radio-Television-Film Professor at San 

Antonio College.  Some of the Chicano films that won in the Mesquite competition 

were:

Best Narrative

Foto-Novelas (1997) 

Best Documentary

The Fight in the Fields: Cesar Chavez and the Farmworkers’ Struggle (1996) 

Best Experimental 

Animaquiladora: The Animation Sweatshop (1997) 

Honorable Mention Documentary
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A World of Art: Works In Progress - Guillermo Gómez-Peña (1997) 

Other winners included: 

Special Jury Award 

Fear and Learning at Hoover Elementary (1997) 

Best First Work 

Ex Voto (1997)

Best First Student Work

La Puerta (1996) 

Honorable Mention awards went to: 

Experimental

Patagonia (1996) 

First Work

A Passion Named Clara Lair (1996)

Best Narrative Short

 Games (1996)  

 Included in the Festival was a special screening of Chicano films which included, 

I am Joaquin (1969) d. Luis Valdez, Yo Soy Chicano (1972) d. Jesus Treviño, Agueda 

Martinez: Our People, Our Country (1977) d. Moctesuma Esparza & Esperanza Vasquez, 
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Chicana (1979) d. Sylvia Morales, and Selena (1997) d. Gregory Nava & Moctesuma 

Esparza. Moctesuma Esparza was a special guest in attendance at this evening showcase, 

which making it an unforgettable night of viewing and celebration of Chicano film.

 Chicano films included in this year’s Festival were as follows.

Documentary

Espejos de Vida/Mirrors of Life (1997, 32:00, Video) d. San Anto Cultural Arts Video 

 Documentation Project

From Sleepy Lagoon to Zoot Suit (1996, 30:00, Video) d. Bob Gigs

The Fight in the Fields, César Chavez and the Farmworkers’ Struggle 

 (1996, 116:00, 16mm) d. Ray Telles and Rick Tejeda-Flores

Mundo Milagroso/Miraculous World (1995, 27:00, 16mm) d. Monica Delgado & 

 Michael Van Wagenen

A World of Art: Works In Progress - Guillermo Gómez-Peña (1997, 26:00, Video) 

 d. Marlo Bendau

Paño Arte: Images From Inside (1996, 32:00 Video) d. Evangeline E. Griego

Homenaje A Tenochtitlan: An Installation For Day of the Dead (1996, 24:00, Video) 

 d. Elizabeth Sher and Carmen Lomas Garcia

Vocessitas/Little Voices (1997, 90:00, 16mm) d. Kim Flores/Mike Swenson 

Mi San Antonio/My San Antonio (1997, 3:00, Video) d. Antonio Martinez

Concert of the South (1997, 11:00, Video) d. Randy Vasquez
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Fiction shorts from the Foto-Novelas series 

Seeing Through Walls (1997, 30:00, Video) d. Carlos Avila

 In the Mirror (1997, 30:00, Video) d. Carlos Avila

Mangas (1997, 30:00, Video) d. Carlos Avila

The Fix (1997, 30:00, Video) d. Carlos Avila

Fiction 

Star Maps (1996, 95:00, 35mm) d. Miguel Arteta

 Heat is the Devil (1997, 92:00, Video) d. Robert Holguin and Larryl Lynch 

Experimental Shorts 

Planeta Aztlan (1996, 10:00, Video) d. Lizzie Martinez, Cristina Ibarra, and Laura Varela

Animaquiladora: The Animation Sweatshop series including:

S16: Dia de la Independencia (1997, 1:00, Animation) d. Lalo Lopez and Alex  Rivera

L.A. Cucaracha (1997, 1:00, Animation) d. Lalo Lopez and Alex Rivera

Why Cybraceros? (1997, 4:00, Animation) d. Alex Rivera 

Latinos on TV (1997, 1:00, Animation) d. Lalo Lopez and Alex Rivera
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Articles

 There were two Chicana/o articles published in the CineFestival program. One 

was “After 20 Years: Mas Canas Y Mas Ganas” by CineFestival creator Adán Medrano, 

and the other was “Cyberbarrio: Raza producers enter the digital domain” by Ray 

Santisteban. Medrano’s piece harks back to the action calls from the Chicano Movement 

in continuing the documentation of our people through images. He recounts why the 

Festival was created in that it “serves three functions”: 

It recounts our stories, new and old, so that we may remember and stand 

tall: Quetzalcoatl, Guadalupe, Dolores Huerta, Cesar Chavez. It also hones 

the new and evolving modes of storytelling which have now entered the 

digital era. Moreover, it supports and nurtures the creative media 

storytellers who arise from our communities to narrate and prophesy. In so 

doing, the festival both strengthens and is strengthened by the roots of our 

communities, our memories, and our dreams. 85

 Medrano’s words maintains Chicano discourse because he references Chicano 

activists explains the ideals of the Moviemento in terms of community and film. Also like 

the Chicano film veteranos, he calls for action from filmmakers because the injustices of 

our past were still present. He felt that this was an outrage; like other Chicano activists, 

his words call out the racism and oppression and encourages new generations of 

Chicanas/os to make films as a tool to make change happen. He writes: 
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Poverty today disfigures our extended families. Inadequate education 

oppresses young Chicana/o minds that long to explore new horizons. 

Discrimination, disguised as so-called enlightened economic and social 

policy, creates new barriers as quickly as we tear down old ones. This is 

the current reality which film and video makers illuminate on the screen 

for all to see and meditate. The bond between the video/film maker and 

the community engenders authentic and profound media storytelling. It is 

an essential art. Without exposing the lie, our work toward the comunidad 

justa is impaired.86 

 Santisteban’s article continues with Chicano vernacular in his detailing of how the 

Internet is an accessible tool for media advertising, dialogue, collaboration, and 

exhibition. He goes into many examples of how Chicano media makers like Pocho 

Productions and Zapnet take advantage of the Internet for the dissemination of Chicano 

media. The article ends with an understanding that there is a digital divide and we need to 

attempt to lessen that divide to make the most out of a necessary tool. 

 The 1997 Festival celebrated its 20th anniversary and Chicano cinema grew to 

include new genres such as experimental, animation and short documentaries. It was also 

at this time that the direction of the Festival grew to include Latino media, even though it 

started as a Chicano Film Festival. I don’t believe this was a bad decision, but the lack of 

Chicano media emphasis does change the Festival’s original focus as a Festival to 
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showcase Chicano film. It is in my personal opinion that the 20th anniversary year should 

have been a time for a reflection of the current state of Chicano cinema, but perhaps a 

focus on Chicano cinema would have alienated some or most Latino attendees. Even so, I 

feel it is an opportunity missed for the sake of Chicano cinema’s legacy and continuation. 

Conclusion

 Surveying these three years shows that each director of the CineFestival had his 

or her own interpretation of Chicano film and how to support it. As well as their own way  

of promoting a Chicano discourse by way of participants, actors celebrated, screened 

films, use of Chicano imagery, history and terms. 

 CineFestival in 1993 had a great showing of Chicano films, showcased Chicano 

actors and included articles that discussed Chicano media and filmmakers. The 1996 

CineFestival greatly promoted Chicano media through its use of comic strips, images that 

invoked Chicano history, using Chicano terms like Aztlán and Pocho, having panels with 

Chicano participants and including articles that spoke directly to Chicano filmmakers 

about their craft. In contrast, the 20th anniversary surprisingly didn’t provide a strong 

Chicano presence. I think a discussion or panel reflecting on the past and the present of 

this genre would have been a great contribution for the 1997 Festival. Still every Festival 

year created an accessible space for dialogue, participation, and viewing of Chicano film 

through varying means and forms. The CineFestival is the longest running Chicana/o and 
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Latino film festival in the world, and there is no denying that it is a great resource for the 

community, filmmakers and the city of San Antonio. 
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Chapter 3

CineFestival 2012: 32 Years Past

 

 The CineFestival’s opening night on Saturday celebrated San Antonio’s 

homegrown talent with the rock band, Girl in a Coma. The Guadalupe Theater was filled 

to capacity with Festival participants and locals (see Fig. 3.1), excited to see 

Jammin’  (2006), a short TV documentary directed by Jim Mendiola, San Antonio 

filmmaker and Festival Co-Curator. The short “follows Girl in a Coma [local rock band] 

in their early days as an unknown and struggling San Antonio band,” as they travel to 

New York and get signed by Joan Jett’s Blackheart Records, which was a great moment 

for the band and their San Antonio fans.87 After the screening, fans and Festival attendees 

were able to ask the band questions (see Fig. 3.2), which was moderated by Jim Beal 

from the San Antonio Express-News.88 The evening ended in the historic Guadalupe 

plaza, an open air amphitheater, with a packed rock concert by Girl in a Coma.
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Fig. 3.1: GCAC Theater on opening night for Jammin’ screening. 
Photo Credit: Ray Santisteban CineFestival Facebook.

Fig. 3.2: Girl in a Coma doing Q&A after Jammin’ screening. 
Photo Credit: Ray Santisteban CineFestival Facebook.



 The second night of the Festival had a completely different atmosphere. Calming 

Spanish “adult contemporary” music played gently over the Guadalupe Theater speakers 

before the start of the program. The majority of the audience seemed to be actors and 

filmmakers; they were dressed nicely and huddled together in their seats with an air of 

confidence. I didn’t notice many people in attendance besides the film people, who were 

confirmed by the introduction of Jim Mendiola before the start of the films. In addition, I 

found that the lack of locals and festival attendees strange considering the night before, 

when the theater was jam packed. Plus I know the Festival and the Guadalupe Cultural 

Arts Center (judging from my past research and the GCAC mission statement) embraced 

the Chicano/Latino community in San Antonio, but where were they?

 If we recall, one of the original intentions of the Festival was to include 

community participation, if nothing else. In 1976, founder Adán Medrano and others set-

up the then called Chicano Film Festival with nothing more than a borrowed 16mm 

projector, borrowed speakers, and a long sheet propped on the back of a building.89 As 

I’ve stated, the Festival was free and around 2,000 people attended. Attendees were even 

bused from the West side (a Mexican American neighborhood) free of charge just to 

provide access to the film Festival.90 It was important for Festival organizers to provide 
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accessibility and in that they created a fostering space for Chicano film and its 

community. 

  Fast forward to 2012 - where is the community? What had originally begun as a 

space for disenfranchised minorities, “to provide recognition for the accomplishments of 

Chicanos and Chicanas in Film and video,” and seeking a more, “just community,” the 

Festival seems to have evolved into a festival with different priorities.91 Change is not 

necessarily a bad thing, everything evolves with time.  But since the Festival originated 

as a Chicano space, does it have an obligation to sustain a community that it had so 

desperately tried to create? I feel that it does.

 It’s been 34 years and the CineFestival is (as it boasts on its program cover) “[t]he 

nation’s original and longest-running Latino Film Festival.”92 So what kind of 

environment has it created? Is it still a space to recognize the accomplishments of 

Chicanos and Chicanas in cinema? Has the Festival moved beyond doing just that and at 

the same time neglected what it had set out to do for Chicano film? Did the 2012 Festival 

create a Chicano discursive space and if not, does that hinder the gains of Chicano film?  

I attended that 2012 Festival and I will explore these questions through my participation 

in events and through the use of Festival texts like the film program, news articles and 

promotional materials.
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2012 CineFestival

 The 2012 Festival took place Friday, February 24th through Saturday March 3, 

2012 at the Guadalupe Cultural Arts Center. All programming took place at the notable 

Guadalupe Theater or the Guadalupe Gallery, which was across the street from the 

theater. Admission to Festival programming was complicated, because all events were 

itemized. 

 For instance, individual screenings were $8, a screening with Pocho Production’s 

was $10, the Friday night movie premiere was $15, the Saturday night premiere was $20,  

the Girl in a Coma was $10 in advance or $15 at the door (but if you bought a ticket to 

the Saturday screening for $20, then the concert was free) a Festival Pass was $50, the 

Premio Mesquite Awards dinner was $100, and a VIP was $120, master classes were each 

$20 or both for $35. I bought a Festival pass, but that did not include the Pocho 

Production’s screening, Friday night screenings, Saturday night screenings, the concert, 

workshops or the awards show. The VIP pass included “all movie screenings and access 

to the VIP room,” but excluded the Awards Dinner and the workshops.93

 If one wanted to participate in everything, then you could buy the VIP pass at 

$120, the workshop admission, two for $35, and the Awards Dinner at $100, which totals 

$255. This price is definitely cheaper than most all-access passes to Festivals, but for the 

majority, like the everyday student, burgeoning filmmaker, or Chicano, it is a high price 

to pay. Due to the pricing, some could have not afforded to participate in everything, 
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some may have had to pick and choose, which makes the Festival or some portions of it, 

inaccessible to some and pricey. This is definitely not in the spirit of the original 

intentions, but the Festival is bigger and therefore prices go up.

 To put on the Festival takes a lot of work and help. CineFestival staff was small in 

comparison to other Festival years, but they had help from GCAC. Staff included Jim 

Mendiola, the past Director of the 1996 Festival, who was Co-Curator with Manuel Solis, 

a San Antonio film maker and freelance journalist. GCAC staff, as described by 

Mendiola, were the “nuts and bolts,” of the Festival.94 They included: Program Director 

Yvonne Montoya, PR/Marketing Director Belinda Menchaca, Marketing Coordinator 

Kathryn Young, Online Marketing Coordinator Lauren Salguero, Front Office Manager 

Bertha Cavazos, Theater Stage Manager Pedro Ramirez, Theater Assistant Joe Jasso, 

Facility Director Chris McKnight, Archivist David Gonzales, Program Director Mary 

Cantu, Assistant to the Executive Director Carmen Salinas, and GCAC Director Patty 

Ortiz. There was also a CineFestival jury comprised of media professional across the 

nation involved with the Festival.

 The Premio Mesquite Award jury included writer/director Alex Rivera (New York, 

NY),  Executive Director Cinema Tropical Carlos Gutíerrez (New York, NY), 

independent film programmer Christine Davíla (Los Angeles, CA), writer/director Cruz 

Angeles (New York, NY), producer/director Evangeline Griego (Los Angeles, CA), 
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former Director of the National Association of Latino Independent Producers Kathryn 

Galán, and screenwriter Miguel Tejeda Flores (Ashland, OR). 

 The film program was 8 1/2 by 11 newspaper print bounded booklet and was 

designed by Lauren Salguero. The cover was a clean and sharp design, but didn’t carry 

strong Chicano imagery.  The program was black and white print, except for the cover 

which was in color. There was a GCAC symbol (see Fig. 3.3) with the text “The 

Fig. 3.3: GCAC symbol taken from GCAC website, 
guadalupeculturalarts.org.
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Guadalupe Cultural Arts Center Presents,” at the top of the program (see Fig. 3.4). 

Followed the main image is the text, “CineFestival 2012.”95 The text “CineFestival,” has 

a design in the middle of “Cine,” and “Festival,” which included multiple film strips 

over-laid with the GCAC symbol in the center. 

Fig. 3.4: 2012 CineFestival program cover.
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 As you can see above, no imagery stands out other than possibly the GCAC 

symbol. This symbol is a branding of the Guadalupe Cultural Arts Center, which is (as 

mentioned in Chapter Two) an institution that supports Chicano/Latino/Native American  

cultures. However, I question if the majority of Festival participants would “read” a 

Chicano discourse connotation. By design, the symbol relates to a Mexican or even 

Spanish style similar to that of Mexican tile. Hence, I think it connotes Mexican or more 

so “Latino,” but not Chicano. 

 All in all, the film program was a clean and simple design. Nothing was overtly 

Chicano. Also the Festival, while took the time to highlight its 34th year on the cover 

never mentions the term Chicano on the cover page.96 This is a very telling use of 

discourse for the Festival. Simply by leaving out the term, as mentioned before, dictates 

how Chicano can be meaningfully talked about and how ideas are put into practice.97 

Hence if the term is left out then it is not meaningfully talked about and forgotten - in 

effect, erased. 

Curator’s Statement

 There were no proclamations or welcoming words from the Mayor in the 2012 

program, but there was a Curator’s statement by Jim Mendiola. He begins by welcoming 

the attendees and explaining the lineup:
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Welcome to the 34th Annual CineFestival en San Antonio. For the next 

seven days you will see documentaries, narratives, shorts, animated films, 

experimental works, and a live performance, and student films that tell 

stories about the complexities of our culture. From classics by Buñuel to 

the latest from this year’s Sundance Film Festival, San Antonio audiences 

will view the best in Latino Film.98

He continued, “[r]unning a film festival is a big task. It’s never done alone and any 

success is the result of a lot of hard work by many people.”99 From this point on, the rest 

of his statement is thanking GCAC staff  (listed above) and the Festival’s co-presenters 

who helped with programming. Working with other organizations as “co-presenters,” 

shows that the Festival still has that Movemiento mentality, in making community 

collaborations a priority. Mendiola takes the time to acknowledge this and stated:

A shout out to our co-presenters: the Esperanza Peace and Justice Center 

for Friday night’s screenings; Hogwild Records for Marimbas From Hell; 

Atta Girl Productions (and my old buddy Selena Navarro)--they have been 

instrumental in organizing our first Annual CineFestival Screenplay 

Contest; and finally, Icarus Films for their generous support. As for 

Jammin’--the Girl in Coma documentary we have to thank nuvo TV, and 
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for the Girl in a Coma concert, Faith Radle, manager and Megan Butler, 

GCAC Development Associate made it all happen.”100

Even though the majority of the Mendiola’s words do not evoke Chicano discourse, he 

did use “Chicano” once in his thank you to David Gonzales. He wrote:

From my perspective, no event is complete without acknowledging David 

Gonzales, Archivist--the heart and soul of the Guadalupe. His institutional 

memory of the Center as well as his decades-long dedication to the 

Chicano arts and politics is a constant reminder of why we show up every 

day and do what we do. Gracias, David.101

 This mention was important because it illustrates that Mendiola is not forgetting 

that the Festival originated from a Chicano spirit. He does this by emphasizing Gonzales’ 

work with the Center and “Chicano arts and politics.” He cites this as a motivation for the 

Festival and its staff to preserve its Chicano history.

Sponsorship

 The Festival had funding from many sources and it is due to their generosity that 

the CineFestival could celebrate its 34th anniversary and support the Latino film 

community. To see these things through, there were national and local entities that 

provided funding. Additional funding was received from organizations that paid for 
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advertisements in their program. There were also media sponsors from local and state 

media companies. 

 Funding was provided by corporate, foundations, government agencies and local 

sponsors. Corporate sponsorship included:  Marriott, Capital One Bank, and UPS. 

Foundations were the Kresge Foundation, Alturas Foundation, Kronkosky Foundation,  

and the Alice Kleberg Reynolds Foundation. Government support came from National 

Endowment for the Arts (NEA), Texas Film Commission for the Arts, Film San Antonio 

(local film commission), and  City of San Antonio’s Office of Cultural Affairs.

Local supporters included: True Flavors (local event planning and catering), Liberty Bar 

(local restaurant), the Fund (San Antonio’s United Arts Fund), Esperanza Peace and 

Justice Center, and Avenida Guadalupe. 

 Advertisements in the program were from some of the organizations listed above 

and others. These included: Bake, Broil and Brew, Accíon Texas, Inc., San Antonio Press, 

Inc., and Chicano Channel Magazine (Fig. 3.5), which were placed with the program 

schedule layout. Media sponsorship came from La Prensa, Texas Public Radio, Univision 

San Antonio, Telefutura San Antonio, Jazz 91.7, and San Antonio Express-News. 

 Thankfully many funders see a worthwhile opportunity in keeping the 

CineFestival going year after year. A majority of funders for this year were local 

organizations too, which goes to show that they found the Festival important to fund. 

Perhaps this is because the CineFestival creates a positive image for San Antonio and 
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perhaps they see the impact that the Festival has on Latino film, Chicano film, and the 

film community in general.
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Fig. 3.5: Scanned Chicano Channel Advertisement in CineFestival 2012 program. 
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Workshops
 
 Instead of workshops or panels, the Festival had two “Masterclasses: Making 

Movies with a Point of View,” in documentary and feature film. They were open to 

CineFestival attendees and the public for a fee of $20 for one or $35 for both. The 

masterclasses were on Friday, March 2nd, in two hour blocks, back to back from 2-6. The 

program describes them as:

Two master classes from experienced filmmakers exploring how to make 

movies that matter. Whether you’re making a heist movie, zombie movie, 

music video, art house film or social conscious documentary, the 

filmmaker’s point of view is what separates good from bad.102 

 The “experienced filmmakers,” (both Mexican-American) were Evangeline 

Griego, who led the documentary class and Cruz Angeles, who led the feature class. I 

attended both masterclasses and a majority of participants were Mexican-American from 

San Antonio, TX. The masterclasses were a combination of lecture and discussion about 

personal projects and how to get those projects off the ground. It was a great space to 

connect with other filmmakers and learn about filmmaking from a Mexican-American 

professional’s point of view.
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2012 Films

 The Festival screened 33 feature length films, one live performance, and a shorts 

program. There were not a large number of Chicano films, but the handful that were 

screened were by San Antonio filmmakers. As with the years before, films were selected 

by a jury to be included in the Festival and to determine the winners of the Premio 

Mesquite Awards. 

 Five films won a Premio Mesquite Award. These awards were given at the awards 

dinner on Saturday, March 3, 2012 at 6 in El Progresso Hall (a banquet hall operated by 

the Avenida Guadalupe). Filmmakers were invited to the dinner, but everyone else who 

wanted to attend had to pay $100.103 Films that won an award were (listed with all 

program information provided):

Best Narrative Feature: Mosquita y Mari (2012) (85:00) Director (d.) Aurora Guerrrero

Best Documentary: Precious Knowledge (75:00) d. Ari Luis Palos

Best Short: ¡Una Carrerita, Doctor! (10:00) d. Julio O. Ramos

Emerging Artist: The Dreamer (14:00) d. Emileigh Potter

CineFestival Special Jury Award: Marimbas From Hell (74:00) d. Julio Hernandez 

Cordón. 
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 Best Narrative, Mosquita y Mari, was written and directed by queer Xicana 

Aurora Guerrero.104 Due to its content touching on homosexuality, gender and class, the 

Festival worked with co-presenter Esperanza Peace and Justice Center to bring it to the 

Festival. Prior to coming to CineFestival, the film had its world premiere at the 2012 

Sundance Film Festival. The Festival screening was on Friday, March 2nd, a special 

“Friday Night Screening,” which cost separate for pass holders.  

 In total, there were 7 Chicano-oriented feature films and one documentary that I 

gather due to their subject matter and/or filmmaker. I will list these films with 

information provided form the film program. 

Jammin’ (2004) (45:00) d. Jim Mendiola

Las Tesoros of San Antonio (2011) d. James Borrego and Jorge Sandoval

The Return of Johnny V. (2011) (90:00) d. Aaron Lee Lopez

Mamitas (2011) (110:00) d. Nicholas Ozeki

Lola’s Love Shack (2012) (92:00) d. Patrick Perez

Mosquita y Mari 

Precious Knowledge (2010) (75:00) d. Ari Luis Palos

I would like to point out that of these films, Jammin’, Las Tesororos of San Antonio, and 

The Return of Johnny V., were made in San Antonio by San Antonio Chicano filmmakers. 
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 As I’ve mentioned there was a shorts program included in the Festival on the 

second night.  Three of the eight films were made by San Antonio Chicano filmmakers. 

These films were:

Drought of Essentials: A Telenovela (2011) (8:00) d. Veronica Hernandez

I Heart You San Antonio (2011) (6:00) d. Robert B. Gonzales

Lilia (2011) (18:00) d. Sam Lerma

 In addition to these films listed, there was a live performance by Chicano group 

Pocho Productions. This was titled “Pocho Productions Presents: American Mustache,” 

written and directed by Esteban Zul. They presented a “redubbed, chopped-up version of 

American Me, performed live in the Guadalupe Theater with actors reading the 

reconfigured script.”105 Before the start of the performance, audience members were 

encouraged to take a free stick-on mustache (see figure 3.6) to wear during the 

performance. 
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 The combination of all these Chicano films touched on a range of subjects that 

showcased some of the variety of Chicano life in San Antonio and beyond. However 

seven films and three shorts out of 33 films in total are not many films from a Chicano 

perspective. Consider these 10 films with the understanding that this is in a film festival 

that started with a Chicano agenda. As seen in Figure 3.7, there were less Chicano-

oriented films in 2012 than the years I’ve mentioned in previous chapters. Is this what the 

original Festival organizers had envisioned? Is this where Chicano film should be?

Fig. 3.6: CineFestival attendee wears American Mustache stick-on mustache at 
screening. Photo credit: Ray Santisteban CineFestival Facebook. 
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Festival Year Chicano Films
Chicano films/total films

1977 12/12 

1878 19/38

1979 15/42

1980 9/80

1993 32/121

1996 13/64

1997 27/58

2012 7/33

Articles

 The Festival program included one article and it was one of the few pieces in the 

program that could be said to add to Chicano discourse. The article was an interview with 

filmmaker, Aurora Guerrero, conducted by Chicana Christine Davila, CineFestival Juror. 

The interview was actually taken from Davila’s online blog, ChicanafromChicago.com. 

Davila provides some insight into Guerrero’s work by writing in familiar Chicano terms:

I’m swelling with pride over home girl, Aurora Guerrero, whose years-in-

the-making, crowd funded, first feature Mosquita y Mari which premiered 

at this year’s Sundance Film Festival 2012 has been acquired by Wolfe 

Fig: 3.7 Comparison chart with Festival year and chicano films screened out of total 
films screened.
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Releasing which means it will become available on Video On Demand and 

DVD next year!106

 I am glad that Davila was not afraid to use the term home girl out of fear that her 

audience wouldn’t understand it. She knows that home girl is a term that has been long 

been associated with Chicano culture. Hence by using it, she sets the tone of the 

interview and is using a discourse that a Chicano community can understand and 

appreciate. 

 Davila goes on by describing the significance of the film:

Not only does the film boast an authentic and transcendent portrayal of 

two young Chicanas battling out their coming of age in the vibrant South 

LA community of Huntington Park (trumping the usual and tired ghetto 

stereotypes we are spoonfed as ‘hispanic,’) but also the intense butterfly-

in-your-stomach jubilation and inevitable heartbreak that it evokes is 

testament to the passion of the filmmaker’s voice.107

Guerrero has created a film about Chicanas inspired by her life beyond stereotypes. It is 

through her work with Mosquita y Mari, that the current of Chicano discourse is growing 

to a relatable level for generations past, present and future. 
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 The 2012 CineFestival had some great moments, there was a great concert given 

by the Chicana band Girl in a Coma, some great Chicano films made by San Antonio 

filmmakers and others, and inclusion of great Chicano filmmakers teaching and 

discussing film. However, it was not enough to provide a strong Chicano discursive space 

given that it has been 34 years. Chicano was not even fully embraced by the Festival 

other than a few people that used it in their own written pieces or film synopsis. As I 

stated before, not using the term allows it to be forgotten. 

 This is what is at stake; if we lose the original intentions of the Festival to be 

accessible, then the CineFestival is not moving the cause forward. The lack of Chicano 

discourse in the CineFestival erases all the work that has been done. It forces Chicanos 

and Chicanas to keep re-inventing the wheel of Chicano film, Chicano history and most 

importantly Chicano identity. There are many concerns and issues at stake with this 

scenario and I will detail several of them in my next section.  
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Conclusion

 To begin my closing section, I will recount a story that I feel represents what 

could be at stake. I am a member of Más Rudas, a Chicana art collective, which has four 

members including myself. We have received a great deal of attention and support from 

our local art community and therefore we have been asked to speak about our work and 

our collective on many occasions. 

 For one occasion, we were invited to collectively speak at Say Si, an inner-city 

yearly arts education program for high school youth. We spoke to Say Si’s high school 

students, most of them freshman during the Summer of 2012. Since we are a Chicana art 

collective, we mentioned Chicano art, culture and social concerns in much of our talk. It 

was about our 50th time in saying “Chicana” that we decided to stop and ask our young 

audience if they knew the term “Chicano”/ “Chicana” and its meaning. To our surprise, 

not one student knew the term. 

 At that moment we took the time to briefly explain the term in depth and its 

meaning, but it was very brief. We didn’t have time to fully explain the historical 

implications of the term, the motivations and pride for calling oneself “Chicano,” the art 

and film genres that were born out of this history, the evolutions of these genres 

according to generation, and the fact that the same struggles fought in the 60’s are still 

being fought today, just with better camouflage . 
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 Generations of Chicanos are being born and raised confronting the same issues as 

we were decades ago, because very little has changed. At the current time, as my story 

illustrates, this generation and even people from my generation lack the history and 

therefore “weapons” to confront these issues. Then I ask, if we are not teaching it, who 

is? 

 I recall Stuart Hall’s discussion on discourse from my previous chapters. As 

mentioned, discourse governs the way things, ideas, people, places, films, can be 

reasoned about. To take it further, discourse “rules in” how topics can be discussed and 

also “rules out” that which cannot be discussed. Particularly because discourse “limits 

and restricts other ways of talking, of conducting ourselves in relation to the topic or 

constructing knowledge about it,” we need to be vigilant about keeping the term Chicano 

in active usage.108 Hence, if the term “Chicano” and its history is not apart of a discourse 

then it’s not put into practice, it’s not made into a weapon, nor a tool for growth in 

working towards a “just community.” 

 Moreover, if current generations and future generations of Mexican Americans do 

not know about the Movimiento then this directly effects the construction of their 

identity. The Movement is a part of our “American” heritage and we have a right to learn 

from it, grow from it, take from it or leave it. But that can’t happen if we are not even 

learning about it and talking about it. This risk can be limited by introducing our people 

to our history and Chicano film. 
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 As I said, CineFestival embracing “Latino” and becoming a Latino film festival is 

not a bad thing, it just weakens the intentions of the Movimiento. Because in addition to 

losing our history, there are other issues at stake. As mentioned before there is a risk of  

celebrating a select few “Latino” stories (varied and wide), which could then be reduced 

to a few notable traits and promote stereotypes. 

 The first few years of the Festival was so special because it spoke to a direct 

audience and showcased media made by Chicanos who didn’t have anywhere else to go. I 

fear the lack of this emphasis now puts the Festival in the category, like other festivals, as 

just another Latino festival. This in turn puts Chicano cinema as just another set of films 

made by Latinos, which is not giving it the credit it needs and deserves. 

 I think the CineFestival can do a few things to continue the discourse of Chicano 

cinema and the movement. First, it can continue educating its audience on its history, as 

the first Chicano film festival. I think this can easily be done with a half a page historical 

description in the Festival program in addition to a more detailed history on the 

CineFestival website. Second, what better way to learn about Chicano cinema than to 

watch Chicano cinema. The CineFestival should try to make an effort to screen Chicano 

classics and new Chicano films. I would suggest that this could be done through special 

one night screenings through out the year in addition to a special program at the Festival. 

I think the promotion of Chicano film in San Antonio would cultivate old and new 

audiences and get them to the CineFestival year after year. 
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 These are suggestions and I know it will take time and money that perhaps the 

CineFestival may not have to implement them. However, continuing to educate Chicanos 

about Chicano cinema is important. We need to be knowledgable about our history, 

because without it, we are forever stuck fighting for the same “just community” of our 

past. 
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