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LOS MACHOS TAMBIEN LLORAN:

TELEVISA AND THE POSTNATIONAL MAN

Scholars witing about constructs and practices of gender,
famly and sexuality have concurred that nmale adultery and
pol ygany have a long history in Mexico, as elsewhere in the
worl d. Contributors to the volunme Presencia y transparencia: La
nmujer en la historia de México give us a picture of the evolution
of the so-called "casa chica" over five centuries. Analyzing the
fragnmentary but nonethel ess enlightening texts left by the
Mexi cas, Maria de Jesus Rodriguez finds that anmong Aztec
nobility, marriage was used primarily to formpolitical
alliances, but that female concubi nes could be chosen across
class lines. Wile nonogany was nore standard for the |ower
cl asses, nen, especially warriors, were still permtted to take
| overs and consort with prostitutes. Female chastity, on the
ot her hand, was enforced by both religious fear and severe
secul ar penalties, including death (28).

Pol ygany, |ike human sacrifice, was abhorrent to the
Eur opeans who arrived bearing Catholic ideology along with their
ot her weapons of dom nation. Yet the church's inposition of
nmonogany during the colonial period, argues Pilar Gonzal bo, neant
little nore in practice than the econom ¢ abandonnent of many
wonen; pol yganous rel ati onshi ps continued to exist, but their
deinstitutionalization freed men fromresponsibility (44). In New
Spai n, as Francoi se Carner points out, adultery was consi dered an
"essentially femnine sin," threatening to the social order when
commtted by wonen, but rarely condemmed in nmen (98-99). This
vi ew did not change with I ndependence. In their study of
canpesi na wonen and viol ence at the turn of the century, Sol edad
Gonzé&l ez and Pilar lracheta found that the | aw was easier on
wonen in regard to capital crimes, but harsher in cases of
adul tery, sexual offenses and abandonnment (120). In the hone,
wonen were often beaten for adultery, but also for denouncing
t heir husbands' infidelity, and betrayed wi ves were nore |likely
to confront their rivals than the husband hinmself, inplying the
essential innocence, or invulnerability, of the male perpetrator
(132).

Al t hough the doubl e standard nmay not be so pronounced today,
recent ethnographic studies, such as those Ruth Behar and Sarah
LeVi ne conducted anong poor wonen in San Luis Potosi and Morel os,
attest to the persistence of polyganous relations in contenporary
society. LeVine wites of newy married couples in the Cuernavaca
community of Los Robles that "both take the wife's fidelity as a
gi ven," whereas "even teenage husbands bragged about extranarital
affairs, real or imagined" (87). At the other end of the social




spectrum presidential m stress-turned-senator Irna Serrano wote
in her 1978 autobi ography about the double standard fromthe
point of view of "la otra": "Con este tipo de amantes, no tiene
una le privilegio de ir al cine o al teatro col gada de su brazo.
Si acaso te aconpafian a ver |la television a ratitos, si bien te
va....Para estos funcionarios sonbs un objeto, una bacinica"
(139). If Serrano's account is representative, sexual infidelity
was as natural a part of political office in post-Revolutionary
admnistrations as it was in Aztec tines.

While this situation is in no way unique to Mexico, it does
cause one to wonder: how, if the institution known as the "casa
chica" or "segundo frente" is so w despread as to be banal, did
it cone to be the defining plot dilemma of one of the top
tel enovel as of the 1990s? Why did mllions of viewers on both
si des of the US/ Mexico border in 1994 tune in to watch
pr ot agoni st Juan Dani el / Johnny agoni ze ni ght after night over the
i npossi bl e deci si on between his wife and his girlfriend on the
hit Tel evisa show Dos nujeres, un cam no?

My presentation today is not so nuch an answer to that
guestion as a neditation on the mass culture representation of
mal e identity in the era of the North American Free Trade
Agreenent, using Dos nujeres as a case study. | wll argue that
Juan Daniel's inability to successfully keep up his "segundo
frente" is just one of the crises of masculinity figured in Dos
nmuj eres, and that those crises, along with the show s
geogr aphi cal placenent in Mexico Gty and Tijuana, drug traffic
subpl ot, and alteration of conventional soap opera sal vati onal
mechani snms, make it nore synptomatic of its time than many
simlar prograns--make it, in fact, the NAFTA novel a par
excel | ence. The breakdown of machista val ues, such that male
infidelity is a dilemma that results in tragedy rather than
si nply being conceal ed or forgiven, is exacerbated by the show s
casting of New York Puerto Rican actor Erik Estrada in the |ead
role; for as | will argue, the border-crossing Estrada, even nore
than his hapless truck driver character on the show, is the ideal
anti-hero of what Néstor Garcia Canclini calls the "postnational"
era.

|. ¢Qué de raro tiene?: Machisnb and Postnacionalisnp

In a 1993 essay entitled "¢Habra cine | atinoamericano en el
afio 2000?: La cultura visual en |a época de postnacionalisno,"”
Garcia Canclini wites that during the first half of this
century, radio and cinema in Mexico served a unifying function,
conflating disparate social groups and geographic regions into a
nationally- defined totality. In the turbulent 1960s, the nmass
medi a, including advertising and tel evision, continued to uphold
t he governnent's econom c/i deol ogi cal project of nodernization
and industrial developnent. In the 1990s, however, the



transnati onal i zation of econom es has radically transforned the
conditions of cultural production. Garcia Canclini thus asks,

¢,Qué puede quedar de |l as identidades nacional es en un
ti enpo de gl obalizacién e interculturalidad, de
coproducci ones nul tinaci onal es y Cadenas de | as
Anericas, de acuerdos de libre conercio e integraciones
regi onal es, donde | os nensajes, los artistas y |os
capital es atravi esan constantanente |l as fronteras?
[...] ¢Pueden ser aun el arte y |las conuni caci ones

masi vas escenari os de |l a identidad nacional ? (28)

H s own response woul d appear to be negative; for the
privatization of comunications (which has only intensified in
the four years since the publication of his article) has favored
the dom nation of U S. -produced and controlled progranm ng, and
nmore generally has tended to displace old issues of nationa
identity in the process of reducing everything to the purely
mercantile (30). As prom sing exceptions to this rule, he cites
the filnms La tarea, La nujer de Benjanin, and El bulto (32), yet
one is left wondering what sorts of questions energe, however
i nadvertently, in the transparently comercial forns of
production that Garcia Canclini dism sses. For just as the
commerci alization of fiestas and handicrafts that he brilliantly
anal yzed in his study Transform ng Mddernity are not sinply
regi stered as decline or absence but also constitute significant
practical nodifications of the |ives and wel fare of indigenous
communities, so too mght the nuch-abhorred Tel evisa provide a
wi ndow, however opaque and distorted in execution, on changes
taki ng place in Mexican society today.

Let us return to the issue of nachisnpb, a case in point. As
schol ars such as Charles Ranirez Berg, Jean Franco, and Il ene
O Mal | ey have nade clear, machisnp is not synonynous with
patriarchy, but rather represents a conplex of cultural codes, a
particul ar construct of masculinity that is intimately |inked
with the auto-definition, or historia patria, of the Mexican
state, particularly since the Revolution. O Malley argues that
the figure of the nythic macho hero becane a site in which the
contradi ctions of the Revolution could be synbolically resol ved
and its failures glossed over. Franco points out the consequences
of this synbolic construct for wonen:

[ T he Revolution with its prom se of socia
transformati on encouraged a Messianic spirit that
transforned nmere human beings into supernen and
constituted a discourse that associated virility with
social transformation in a way that marginalized wonen
at the very nonent when they were, supposedly,

i berated. (102)



Wil e the macho "superman” was an anbival ent and
contradictory figure in novels of the Revolution (e.g. Los de
abaj o, Vanonos con Pancho Villa), he becane the unqualified hero
of the Mexican cinema.! Discussing the conedi as rancheras and
provi nci al nel odramas of the 1930s through 1970s, Ramirez Berg
wites about how "the charro hero, the nmacho ethos, and nati onal
i deal s canme together to produce a nmale inage that cane to stand
for the nation's [image]....Macho is Mexico incarnate" (99-100).
Machi snb, as expressed in the cinema, oscillates between the
pol es of hero and outlaw, at tinmes it may signify honor and
pride, but just as often it places masculinity and brute power
above conventional distinctions of right and wong. Ramirez Berg
cites a scene fromthe 1975 filmE rey, in which an outsider
asks a villager why the Robin Hood-I1ike outl aw played by Antonio
Aguilar is held in such respect; the villager replies, "The
peopl e know that he robs. Like a woman feels when her man beats
her, she admres himfor how well he hits her." Ramirez Berg goes
on to speculate, "no doubt the PRI, the ruling party, traces its
nmyt hol ogi cal origins to Aguilar's charro hero" (102).

In the 1970s and 1980s, however, the sociopolitical
foundati ons of machi sno began to fall apart, due to both the
changing role of wonen in national society and to the crippling
econom c crises that followed the post-Revolutionary "mracle"
era, which weakened the notion of a unified state and thus the
identity of the macho as exenplary Mexican. As the cherished
goal s and principles of the Revolution, however inconpletely
addressed in previous decades, finally collapsed under the wei ght
of an obscene foreign and donestic debt, so too did the
patriarchal hero, nythic creation of the Revolution, begin to
seem ant i quat ed and unequi pped to face the new situation.

Al t hough the technocrats that energed to guide Mexico in finding
its place in the new world order can be seen as benefiting from
the same patriarchal privilege that produced and protected their
predecessors, the |ink between gender/sexuality and political
power is no longer glorified, and the machista attitude has conme
to signify not virility but intransigence and self-destruction.

Thi s does not mean, of course, that current mass culture is
nmore progressive than in the past. A casual glance at any
tel enovel a or other programor comrercial artifact will show that
contenporary fare is far fromfemnist, and in fact adheres to
antiquate noral notions about sexuality which categorize wonen as
either virgins or whores, even as it sinultaneously profits from
the exploitation of "liberated" fenal e bodies as sexual objects--
obj ects of the gaze and of consunption. Wile tel enovel as and
ot her entertai nment ained at wonen continue to encourage passive
Ci nderella fantasies, popular nmusic tends towards fatalism

1Anne Dorenpbs pointed out the ideological differences between
literary and filmtexts in her paper "Articulations of the
Revol utionary in Mexican Literature and Film 1929-1935," presented
at Cine-Lit Ill, Feb 19-21, 1997, Portland, Oregon.



reifying romantic love even as it insists, nmuch Iike the bol eros
of the 1930s and 1940s, on the inevitability of femal e betrayal.
Qui ntessential macho icon Vicente Fernandez, whom Ranmirez Berg
characterizes as progressive in his early filmroles in the
1970s, but who increasingly fell back on traditional patriarchal
representations of masculinity in the 1980s, |ashed out in
defense of this romantic masochismin a 1992 recording, growing
"¢Qué de raro tiene/que estoy sufriendo/por una mujer?"

Yet within this conservative scenario, interesting fissures
have begun to develop. In the June 1994 issue of the Tel evisa fan
publication TVyNovel as, actor Ariel Lopez Padilla was
phot ogr aphed wearing a classic charro costune in the market in
Coyoacan, where the nmgazine's interviewer, Lilian Cenddn Torres,
met himto discuss national traditions and custons. Reflecting on
t he val ues enbodied in his then-current telenovela Carisa, this
woul d- be Cctavio Paz of the 1990s commented, "El machi snb es una
mani f est aci 6n de poder, y esto es asi porque quien |leva | as
riendas es el honbre; ya que es él quien va al canpo, maneja
cabal |l os, hace viajes nuy largos; es criatura fuerte dentro de
una tierra salvaje en la que la vida es defendida a punta de
bal azos" (91). In his own opinion, however, "el machisnmo esté en
crisis. Pienso que ahora |o va a sostener la nmujer, ya no el
honbre porque ahora | os val ores son nuy fragiles."

Fonovi sa recording artists the Banda Machos woul d seemto
agree with Lopez Padilla; the popul ar band, whose al bum Los
machos tanbi én Il oran was rel eased while Dos nmujeres was on
television in both the U S. and Mexico and was advertised on the
show, perforns traditional masculinity with an excessiveness that
turns it inside out. In a 1994 interview with the Los Angel es
newspaper La Opi ni 6n, the Machos, discussing the nane of their
band, di savowed any conmm tnment to nmachi snb as such: "No sonps
crueles con las nujeres,"” they explained. Instead, they said,
being fromJalisco, they nanmed thensel ves after a line in the
song "Cocul a" in which Jorge Negrete sang about "l os machos de
Jalisco." "Macho" thus evokes regional pride and a desire to
align thenselves with an older cultural icon, and becones a self-
refl exive gesture of entrance into popular culture, rather than a
mark of gendered identification (Cortés 3E). Mire playful stil
is the Banda Mochos, whose advertisenment on Univisién contrasted
themto the Machos, and who flirt with honbsexual signification
in a manner rem ni scent of 1970s disco icons the Village Peopl e,
yet within the neotraditional context of the banda nusic scene.

These exanpl es suggest that even within the conservative
uni verse of Televisa and its many subdivisions, in which sexism
is alive and well, machisno in its conventional form has ceased
to be a serious option for male identity and has becone, at best,
an object of canp inversion. In part, this is certainly due to
femnisms influence on pop culture, as indicated by the
ascendance of figures like Goria Trevi, Fonovisa recording
artist and advocate of single nothers, prostitutes and ot her




unconventional wonen, who in 1995 made the unlikely leap from
nude cal endars and magazi ne spreads to the cover of Fem in whose
pages she reiterated her only half-playful presidential anbitions
(Hernandez Carballido 14). But the hypothesis | would like to
explore is that the coll apse of machisno is not only due to
changes in wonen's status and behavior, but also to the
conditions of transnationalization described by Garcia Canclini.
In Dos nujeres, un cam no, wonen are hardly represented in a
manner one woul d consider femnist, yet the absolute failure of
any man on the show to achi eve any of his goals or desires seens
to point to a condition of futility and inpossibility that is
related to the dissolution of "the nation" (in quotes) as a space
of identification and subjective cohesion. If in the past
national identity and patriarchy were intimately |inked in post-
Revol utionary ideol ogy (relegating wonen to subservient or
synbolic roles on both mcro- and macro | evels), what Dos nujeres
exposes is the fracturing of that relation, resulting in a near-
apocal yptic negation of male subjectivity and power.

1. Dios, ¢qué hago?: The Inpossibility of Redenption

For those of you not famliar with the show, a brief
introduction is in order. The show s main plot line, of course,
can be inferred fromits title, credit sequence, and both the
Bronco and Laura Le6n versions of its theme song, also titled
"Dos nmujeres, un camno." Erik Estrada's forty-sonething truck
driver character is in love with two wonen: Ana Maria (Laura
Ledén), his wife and the nother of his children, tall, blonde, and
at once sexy and maternal, to whom he is known as Juan Dani el ;
and Tania (Bibi Gaytéan), a nmuch younger brunette who knows him as
Johnny. Ana Maria is a fornmer cabaret singer with a shadowy past,
whil e 20-year-old Tania is an up-and-com ng nodel and pop singer.
These i npl ausi bl e careers are congruent with Tel evisa's penchant
for self-pronotional intertextuality; both actresses rel eased
records that year, and Ledn's version of the theme song can be
heard on the show in transitions to comrerci al breaks, although
the version recorded by Bronco, a popul ar band whose nenbers al so
appear in the novel a, predom nates.

In contrast to other nel odramas which place wives and | overs
into noral binary oppositions, here both wonen are depicted
synpat hetically. Tania's parents' restaurant is coded as a second
site of famly val ues, bal ancing the nodest hone nai ntai ned by
Ana Maria. Both of these l|locations, and the rel ationships that
link themto Juan Daniel, seem nore whol esone than those shown in
the show s nmany subplots. For exanple, Tania's best friend
Graciela (Itati Cantoral), is engaged early in the show to
Ri cardo (Rodrigo Vidal), the son of crime boss |smael Montegarza
(Enrique Rocha). Seemingly headed for a life of ill-gotten |uxury
on the Montegarza rancho in Tijuana, she instead | eaves Ri cardo
at the altar; he gets revenge by raping and inpregnating her, and



| ater obsessively attenpts to gain control of the child, into

whi ch plot he ensnares Graciela s greedy, social-clinbing nother.
Meanwhi | e, the young police agents Angel (Jorge Salinas) and
Raynmundo (Sergi o Sendel), bearing little resenblance to Tijuana's
notoriously corrupt and torture-nongering police force except in
their disregard for standard procedure, work at exposing the drug
operation |linked to |Ismael al nost as energetically as they pursue
their inpossible crushes on Graciela and Tania, whose affection
for themis sisterly and platonic.

As the various subplots becone interwven, a thousand
dramatic events ensue. Unlike nore traditional novelas, Dos
muj eres was often as fast-paced as an action novie, with entire
dramas unfolding in the space of a week. The cops-and-
narcotraficantes storyline nade it resenble the kind of border
novi es produced whol esale in recent years, nostly for Spanish-
speaki ng m grant audiences in the U S Yet throughout this
whi rl wi nd, the conparatively trivial question of Juan Daniel/
Johnny's duplicitous affair is sonehow endl essly deferred.

Al t hough Tania and Ana Maria are friends, they not only do not
nmeet each other's mal e conpanion, but are kept fromfiguring out
the truth by the sinple device of his two nanes. Perhaps |ess

pl ausible still, nonth after nonth, viewers watched nearly

i dentical shots of Estrada in close-up, often seated in the cab
of his truck, his facial expression indicating a painful mgraine
as his thoughts were revealed in voice-over. Hi's banal indecision
was el evated to the status of an alnost religious dilemm; as
José Cuadal upe Esparza of Bronco sang in his thene song for the
show, "D os, ¢qué hago/si las quiero con todo el al ma?"

Yet the overinflated status of this central problematic is
deconstructed on screen by the introduction of a third woman:

Al ej andra Mont egar za, daughter of |Isnmael and sister of Ricardo,

pl ayed by Luz Maria Jerez. Al ejandra, an old acquai ntance of Juan
Daniel's famly, is obsessively in love with himand wll stop at
nothing to disrupt his marriage. She ki dnaps his son, using

| smael ' s enpl oyee Leobardo as an acconplice. But when the plan
fails, she goes mad, ending up in an asylum Shots of Al ejandra
scream ng and hallucinating in her padded cell are thereafter
relentlessly intercut wwth scenes fromthe nore "sane" romances
bet ween Juan Daniel and his wfe and girlfriend. The
juxtaposition works to ridicule the nel odramatic excess of the
mai n romances and to suggest, subtly but unm stakably, that

mai nstream het erosexual desire is not after all the sacred quest
privileged by soap opera narrative, but sinply a delusion, a form
of madness.

Al ejandra's self-defeating passion is simlar inits
futility to that of Raymundo for Tania, R cardo for G aciela,
Leobardo the hired hand for Al ejandra, Lupe the precinct
secretary for Raynundo, and so on and so on; even don Ismael, the
stern patriarch and fearsonme patron, |oses his sexy girlfriend
Lorena when his own denons get the better of him causing his



famly and enpire to crunble and condemming himto a tortured
solitude. In fact, Juan Daniel's two |oves offer nearly the only
reci procated affections on the program an irony which only
underscores the singularity of the shows finale. In the end,
Juan Daniel is not only not able to choose, but the violent death
of his girlfriend Tania does not, as in so many other dramas of
infidelity, sinplify the choice for him Instead, he |oses both
wonen--a consequence not only of his indecision but also of the
i nnuner abl e shadowy conplications that, by the final episode,
have rendered any hope for donestic harnony conpletely

i npossi bl e.

This final episode, though too full of twsts and turns to
fully describe here, bears sonme comment. First, the death of
Tani a marked the cul mnation of the show s violent elimnation of
its femal e characters. Although all but Al ejandra were objects
rat her than agents of manipul ative or m splaced passions, it was
t he show s wonen who paid the price for the nmen's failings.
Lorena's death, for instance, concretized the [imts of Ismael's
power and the destructiveness of his anbition; the power of |ove,
which allows himto reconcile with Ricardo and hopefully to start
a new life abroad, is only revealed to himvia its | oss.
Graciela' s rape is also shown as a consequence of Ricardo's
enoti onal backwardness, presumably due to the | oss of his nother
and brother and subsequent alienation fromhis cold, distant
father. Although Gaciela nust live with the scars forever,
Ricardo is allowed to repent and to beg not Graciela s but
Angel 's forgiveness.? In these scenarios, the show seened to be
fighting to maintain an obviously fragile and untenabl e notion of
patriarchal dom nation whose very fragility led inexorably to the
violent eradication of female characters in order to pave the way
for mal e redenption. This redenption, however, was tentative and
partial at best, particularly in the case of Juan Daniel after
the fatal stabbing of Tania by Ismael's ol dest son, Bernardo,
known in the underworld as "Medusa."

Al t hough unli kely based on the plot alone, Tania's death had
been foretold in the fan press for extratextual reasons: actress
Gayt &n was not only pregnant, but was engaged to actor Eduardo
Capetill o, who nmade his jeal ousy well known and who reportedly
expected his future wife to quit working after their weddi ng. The
sanme i ssue of TWNovel as that discussed the show s endi ng al so
announced their June wedding date and the fact that Gaytan woul d

2lt is also worth noting that after an episode in which Gaciela
met with a back alley abortionist--a terrifying visit that ended in
her deciding to keep the baby--TVyNovelas felt oblidged to run an
article by Itati Cantoral in which she asserted that in her
character's situation, she would never seek an abortion. Rodrigo
Vidal, on the other hand, was never typecast as bad or crimna
outsi de the show, nor were any other "villians" mde to answer for
their fictional actions; which indicates that the show s nora
uni verse did not suffice to contain grey areas such as abortion.
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remain in seclusion during her pregnancy in order to maintain her
sexy image. Later, the couple would be married on television in a
"traditional "-styl e weddi ng purposefully evocative of that of
Jorge Negrete and Maria Félix in 1952, which was al so tel evised.?3
Per haps, then, the patriarchal drama |eft oddly unresolved on the
show was conpl eted of f-screen, with Televisa's skillful
orchestration blurring the line between television and real life.

Al'so interesting was the runor that the producer of Dos
mujeres, Emlio Larrosa, had intended to rel ease two different
endi ngs: one for broadcast in Mexico, the other for the United
States (Barquera Mreno 24). Wile | do not know which of these
two, if either, becane the one that was eventually broadcast in
both countries, the idea of the different endings seens nore a
gi mm ck than a serious consideration of cultural differences
anong audi ences, since novelas had | ong been crossing the border
wi thout difficulty. Al though the Spanish | anguage network SI N had
| ong been dismantl ed due to | aws agai nst forei gn ownership of
broadcast nmedia, its donestically-owned heir Univisioén continued
to function nore or less as Televisa's U S. outlet. Unlike the
dom nant pattern in which cheap U S. progranm ng conpetes in
Latin Anerica with national product in a way that is rightfully
seen as debilitating, Mexican and other Latin Anerican producers
have utilized the expansion of cable television in the U S as a
means of reaching Latin Anerican immgrants, a native-born
Spani sh speaki ng audi ence, and even a small nunber of Engli sh-
speaking fans attracted for various reasons to the Spanish
net wor ks' progranmm ng. In 1994, Tel evisa was begi nning to toy
with the idea of bilingual novelas, while Latino celebrities |ike
Tex- Mex singer Selena, Brazilian tel evision personality Xuxa and
Cuban- Anerican tal k show host Cristina Saral egui were attenpting,
wi th varying degrees of success, to cross over into the English-
speaki ng mai nstream 4 The runor regarding Dos nujeres's two
endings, if ultimately unfounded, enphasizes the inportance of
the United States market for the Mexican nedia giant.

At any rate, neither of the two possible endings published
in TWwNovelas made it to the screen. In the one favored by the
magazine's witer, Juan Daniel and Ana Maria were to reconcile
and live happily ever after, while in the version provided by the
producers, Tania was to die in a car accident and Ana Mari a,
unable to cone to terms with her husband's betrayal, was to kil
hersel f. The ending that was in fact tel evised is considerably
nore femnist, in that 1) Tania dies froma knife thrust intended

3An ad for the event published in La Opinién consisted of an
"invitation" to the Univisidén broadcast of the wedding issued to
readers by the sponsoring corporation, M.

4'n late 1994, Saral egui hosted an English | anguage special on
CBS entitled Cristina Presents: Latin Lovers of the '90s, featuring
interviews with Erik Estrada, Plé&cido Dom ngo, Lorenzo Lamas, and
Ri cky Martin.
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for her rival, whose |ife she saves, and 2) Ana Maria sinply
takes the children and | eaves to start her life over el sewhere.
What is not reconciled, however, is the crisis to which
have al ready alluded, which | eaves nearly all the characters,
good and evil alike, either dead or dangling in a |linbo of
despair and defeat. Although Angel and Gaciela's wedding is a
gesture in the direction of a nore conventional reconciliation
(i.e. the salvational mechanismtypical of telenovela finales),
even that event is burlesqued by the appearance of Graciela's
not her, brought down by her own anmbition and now a rag-cl ad
street beggar. Like that of Alejandra's insanity, the spectacle
of Amalia's clowni sh degradation undercuts the illusion of
romance enbodi ed by the young coupl e's ot herwi se harnoni ous
uni on. Romance, though attractive, no | onger convinces.

[11. Fin del cam no: The Truck Driver as Atravesado

In the last frane of the episode, the title "fin del cam no"
i's superinposed over a long shot of Juan Daniel's truck, rolling
once nore down the highway. This inmage, following as it does the
final scene where Juan Dani el cones hone to find hinself
abandoned, could not be nore appropriate an expression of the
character's fate. For, one could argue, it his status as a truck
driver that if not literally, then certainly netaphorically
predetermnes his failure to achieve his desires and to resol ve
his conflicts into a senbl ance of stability and harnony. A truck
driver, nomadic and transient by definition, is at odds with
scenarios of donmesticity; away fromhis famly for |ong periods
of time, the opportunities for transgression, that is, for
passage through different worlds and/or assunption of different
identities, is great. Like all nomads, the truck driver is not
able to control the | andscape in which he nust |ive and work; he
is controlled by it, and within its boundaries, invents ingenious
mechani snms for physical and psychic survival. That his desire is
divided in half is hardly surprising, for his life overall is
fragnment ed and unst abl e.

Furt hernore, although based in the nation's capital, Juan
Dani el operates across a nmuch | arger expanse of nationa
territory, enconpassing both the urban center and its northern
borderl ands. The two | ocales in which nost of the show takes
pl ace, Mexico City and Tijuana, are twin hubs on that cultural
super hi ghway whose routes are patrolled by Tel evisa and the
governnment-control l ed nedia but also increasingly traversed by
roqueros, chol os, banda nusici ans, punks, and postnodern
"outlaws" l|ike performance artist Guillernmo Gonez-Pefia, witer
Rubén Martinez and nusician Sergio Arau. Its paths of econonic
and cul tural exchange dating back to pre-Col unbian tinmes have
been described brilliantly by Tijuana witer Federico Canpbell in
his short story "lnsurgentes Big Sur"
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[Yfou'd turn your gaze fromone side to another, from
Los Angeles to the DF and vice versa, like in a Ping-
Pong gane. You couldn't decide very easily which of the
two poles nost attracted you; it wasn't ever very clear
to you if the innovations in speech and dress cane from
Tepito or fromthe East Side. (162)

In recent years, the internationalization of capital has
contributed to even greater cultural fluidity: the commerci al
"Mexi can" nusic industry, for exanple, is based in Los Angel es,
and nusic, filnms, television, dance and clothing styles flow
easily in both directions across the border. The constant
exchange of cultural style and innovation that Canpbell
descri bes, however, is contradicted by the border's function as
excl usi onary apparatus, which has lately increased to the point
of transformng the borderlands into a war zone. Recent U. S
adm ni strations' commtnents to curbing illegal inmgration have
encouraged the mlitarization of border regions; the National
Guard, Marines and Arny have been called in to reinforce the
Border Patrol and the DEA, whose "War on Drugs" provides
addi tional grounds for suspicion and harassnent of mgrants. In
fact, the Reagan-era Defense Authorization Act of 1982 overturned
a century-old ban on mlitary involvenent in donestic |aw
enforcenent; since then, restrictions have further broken down,
and the mlitary has increasingly been used to control cross-
border traffic of goods and people (Pal af ox 2).

The early 1990s debates over NAFTA clearly brought out the
i npossi ble, contradictory nature of border politics: on the one
hand, the border was to open up, enabling the free fl ow of
capital and goods; on the other, restrictions on human novenent
were to be tightened, with the trade agreenent itself being
touted as a renmedy for the "inmm gration problem by virtue of its
supposed contribution to national econom c devel opnent. Wile
argunent s agai nst NAFTA often played on stereotypical perceptions
of U S. workers' xenophobic anxieties, the trade agreenent's own
logic inplied reinforcenent of social and econom c divisions
underneath a surface freedom of conpetition whose actual effects
woul d be cul tural honpbgeni zati on and--for those who coul d not
conpet e- - er adi cat i on.

In late 1995, the anxieties about border crossing that the
passage of NAFTA was supposed to snooth over erupted once again
specifically in regard to the trucking industry. Al though free
passage of commercial cargo trucks within limted zones across
the two nations' borders had been negotiated since 1992 and
witten into the agreenent that was passed in 1993, the cl ause
was not to be inplenmented until Decenber of 1995--at which tinme
opposition originating on both sides of the border caused it to
be postponed. Mexi can shi ppi ng conpany owners and drivers, who
had seen the devastation of the industry in the economc crisis
of the previous year, sought time to prepare thenselves for
i ncreased conpetition fromthe far-better equi pped U. S
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conpanies. On the other side, the Teansters union as well as
government officials protested that the imm nent invasion of

Mexi can cargo trucks nmeant nothing |ess than, in the words of
Texas Attorney Ceneral Dan Mrales, a "tine bonmb" waiting to go
of f. According to their opponents, Mexican drivers worked | ong
hours in unsafe vehicles, were inexperienced and unregul ated, and
were likely to pose a threat to both other drivers and the
environment as a whole. Reviving the famliar specter of an alien
i nvasion fromthe south, the Teansters even suggested that the

hi ghway patrol did not have sufficient resources to cope with
Mexi can drivers who did not respect the | aw

An article in Tinme magazi ne drew on stereotypical inages of
Mexi can i nconpet ence and rasquachi sno, describing trucks with
bald tires and fraudul ent insurance papers, and replicating the
scare tactics of Texas officials who warned that Washington "w ||
only get it when a truck hits a school bus." However, author
Howar d Chua- Eoan inplied that Mexican drivers played an
unpl easant but necessary role in the cross-border econony, since
U.S. trucking conpanies, "afraid of theft and corruption, are
reluctant to send their trucks into Mexico." A La Jornada
editorial responded phil osophically, suggesting that the
controversy revealed the difficulties of free commerce between
countries with such different socio-economc structures. The
pat hetic situation of the 150,000 Mexican drivers thensel ves
becanme clear in the Mexican press: forced to work twi ce as many
hours for far | ower wages, they also bore the burden of
transporting hazardous materials such as jet fuel, pesticides and
corrosive chemcals in vehicles they could not afford to fully
mai ntai n, and feared the bankruptcy that conpetition fromlarger,
newer, and nore nunerous U.S. vehicles woul d undoubtedly bring.

These differing perspectives replicated the original debate
over NAFTA, bringing its contradictions into even sharper relief.
What was at stake was the literal nobility of both people and
goods in one package, such that for one to cross the other nust
al so be accepted. Such nobility was essential in order to
acconplish the goals of free trade, yet was threatening because
it brought not only desired goods but undesirable side effects,
the results of long-termeconomc inequality, across the
previously clear |line of demarcation. To borrow a phrase from
Noam Chonsky, the Third Wrld was com ng honme, incarnated in the
person of the truck driver: the nomadi c crosser of borders whose
mobility, and therefore perceived | ack of accountability, poses a
threat, whether to donestic harnony in his personal life or to
nati onal progranms of devel opnent and sel f-regul ation.

Wiile Claire Fox rightly cautions academ cs agai nst pl ayi ng
fast and | oose with the notion of "borderlands"” at the expense of
hi storical and cartographic specificity, it seens clear that in
t he debacl e surroundi ng international trucking, the neoliberal
ideal of Iimtless econom c expansion crashes headlong into
deeply rooted xenophobia and prejudice; or nore precisely, the
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political and econom c need to restrict the novenent of | abor
confronts the reality that goods cannot transport thenselves. How
are dos paises to arrive at un solo cam no? And when they do,

what are its conditions, and who will be its architects?

V. N de aqui, ni de alla: Erik Estrada's Ml ancholy

In md-1994, Juan Daniel's truck, captured in the |ast frame
of Dos nujeres, un cam no, was thus headed for nore than the
Nowher e mapped out for himby the loss of both of his |oves; it
was al so headed for the uncertainties of a new econom c order
determ ned by the Free Trade Agreenent and soon to be devastated
by the peso deval uati on and subsequent economc crisis. Yet if
Juan Daniel is a transient, elusive and therefore problematic
figure in a world circunscri bed by borders and ideologically
commtted to the construct of fixed identity and single,
excl usi ve choi ces or cam nos, so nmuch nore so is the actor by
whom he is portrayed.

Born in New York of Puerto Rican parents, Erik Estrada began
acting in the theater, but sawlittle hope of finding work in the
filmindustry, given historic barriers against Latinos (Lackmann
17). But small parts in filnms, notably Airport in 1975, led to a
co-starring role on the NBC television series CH Ps as the
grinning, notorcycle-riding Oficer Francis Poncherello. Al though
often playing the typical role of the Latino buffoon al ongside
his nore serious Anglo partner Jon, "Ponch" becanme a | eading icon
and sex synbol of the 1970s. Yet by the early 1990s, Estrada was
a has-been, reduced to acting in | ow budget exploitation filns
with titles Iike Caged Fury (1989) and Do or Die (1991) and
Pl ayboy centerfolds as co-stars. Like many Latinos in Hollywood,
hi s denonstrated popularity did not guarantee himbetter roles or
even a steady career.

The circunstances of Estrada's nove to Mexican tel evision
are not entirely clear to nme; however, in a revealing interview
wi th Chabeli 1glesias broadcast on Univision in February 1994,
the actor spoke extrenely positively of his experience with
Tel evi sa, explaining that Mexican production crews were not as
rushed and treated their actors |ike human beings--an inplicit
indictnment of the U S. approach to production. Wth Dos mujeres,
Estrada seened to regain the status he had once enjoyed in
connection wth CH Ps, appearing in magazines and on tal k shows,
notably on Cristina, to the delight of nmenbers of studio audi ence
who expressed their lasting allegiance to "Poncherello." Yet the
switch to Tel evisa could not have been easy, given Estrada's
acknow edged problens with the Spani sh | anguage. Reportedly, his
lines were fed to himon the set via headphones; whether or not
this is true, Juan Daniel overall spoke very little, and as |
have nentioned, many of his nost enotional statenents were
delivered in voice-over.
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The sex appeal of his character would, in fact, seemto
derive fromhis 1970s star persona, which the show s credit
sequence and comercial break transition clips invoked. In these,
Estrada wears a white shirt and bl ack | eather vest and rides a
nmotorcycl e. As he approaches the canera, he flashes his trademark
huge grin--a facial expression rarely glinpsed on the show, but
ubi quitous in posters and other nenorabilia fromthe CH Ps era.

It is perhaps due to the persistent marketability of this grin,
as opposed to his generally forgettable filmand tel evision
roles, that on the Chabeli show Estrada spoke of the posters with
nore pride than he showed toward any of his other work. In that
sane interview, in which the TV audi ence acconpani ed actor and
host to Estrada's chil dhood hone in East Harlem Estrada strongly
advi sed Latino youth to | earn Spanish, expressing regret over not
| earning his parents' native | anguage until he was an adult. For
the interviewitself he vacill ated between Spani sh and Engli sh
(the classic tongue of the borderlands) and canme across as a man
neither "de aqui ni de alla"--a man marginalized by ethnic
prejudice in the place of his birth, but not fully at home in his
host country either.

Estrada' s al nost nel ancholic relation to | anguage was
further enphasized by his role in Juana | a cubana, in which he
pl ayed opposite action heroine Rosa doria Chagoyan in the title
role. Directed by Chagoyan's husband Rol ando Fernandez, Juana was
originally scripted in 1990 as a possi bl e co-producti on between
C nemat ogr af i ca Fernandez and Paramount (Coria 42); it was
finally produced by Fernandez al one and rel eased in 1994,
becom ng a huge box-office success. In this cartoonish and
politically incoherent film Estrada plays a Cuban col one
charged with protecting a corrupt regi ne whose nefarious
experinments in biological warfare (supervised by an Iraqi
scientist) threaten not only Cuba, but the world. Juana, a
showgi rl, dances for Estrada and his coll eagues in a swank
ni ghtclub at night, even as she secretly |eads students and
canpesinos in a ClA-aided guerrilla rebellion. The begi nning of
the filmshows how, as a captain, Estrada's character Peraza was
responsi ble for the death of Juana's father--the event that
brought about her involvenent in the guerrilla novenent and her
met anor phosis into "Comandante Z." This history charges their
relationship with a hostility that is both personal and
political.

VWhat is interesting about Juana |l a cubana is that although
Estrada received top billing, his actual role is relatively
mnimal. Most of film when not focused on the rebels or on
Juana's | avi sh nightclub nunbers, shows the banter between the
two Cl A agents: Mac, a nonolingual white racist, and his partner
Tony who nmakes fun of himin doubl e-entendre Spanish heavily
censored for broadcast. Estrada only exchanges a few words with
his col | eague Col onel Montero and with Juana--and this scant
di al ogue is clearly dubbed. Wien he talks he is often filmed from
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t he back, or speaks fromoff-screen while his auditor is shown in
the frame. Although the initial nurder of Juana's father
establishes his villainy, Peraza is even | ess devel oped than the
ot her characters (whose | ack of psychol ogical subtlety is typica
of the action genre); broad clichés and appeals to viewer
expectations seemto take the place of dial ogue and acti ng.

Li ke Dos nujeres, Juana |a cubana manifested a clear split
bet ween the sexy, confident persona that viewers were presumably
supposed to associate with Estrada and by extension his roles,
and the dull ness and ineffectiveness of his actual character.
Advertising for the filminsisted on Estrada's viability as a sex
synbol, highlighting a sexually charged scene in the filmin
whi ch Peraza, having discovered Juana's true identity as rebe
| eader, prepares to have sex with her in her dressing room before
killing her. C ose shots of her body and their taut faces as
Estrada undresses the already-scantily clad Chagoyan with his gun
were shown repeatedly in comercials, yet in the actual film
this scene ends by affirm ng not his masculine power, but rather
his i npotence, his rapist desire thwarted by the heroine's
successful resistance. For Juana, while seem ng to surrender, is
in fact deploying the advice given her by her mentor, the club
owner played by Irma Serrano, who had warned her early on that
with the eneny, one can surrender "la illusion, pero nunca el
corazon." Pretending to guide Peraza's hand al ong her body, Juana
instead turns his gun away and causes himto shoot hinself,
fittingly, in the crotch. Found by his soldiers, Peraza dies
denounci ng Montero's and Juana's treachery.

According to the logic of the film it is the noral
ri ght eousness of Chagoyan's resistance novenent and her
conpelling sexuality that defeats Estrada, who represents both
corrupt, totalitarian authority and dom neering, |echerous
machi sno. Serrano's character tells Juana early in the filmthat
“l'a Unica manera de dominar a | os honbres es enl oquecerl 0s"- -
paving the way for Juana's use of striptease as a guerrilla
tactic, and once agai n naki ng a connecti on between proper gender
rel ati ons and madness. But one could al so weave an intertextual
argunment in which Peraza's sexual frustration (i.e. inability to
possess Juana) and the ultimate failure of his desires are the
i nevi tabl e outcone of Estrada's dubbed voice. For like the machos
described by Ramirez Berg, whose patriarchal authority becones
hi deousl y neani ngl ess and abstract when the state on which it
depends begins to crunble, Estrada is a nman with no ground to
stand on, a man between countries, |anguages, contexts, a nman
with no coomunity. H's welding of state and mascul i ne power as a
colonel in Juana | a cubana seens as dooned and hopel ess as his
appeal to the imaginary authority of authentic |ove in Dos
mujeres, for in no way is he the nmaster of his destiny.
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V. Qué dificil, m destino: NAFTA and The Post-Citizen

Al though this alienated condition is rendered especially
vi si bl e and poignant by Estrada's particular career, it is not
specific to himalone. One could, in fact, assert that such
solitude is the epistenol ogical condition, first of the
borderl ands, but increasingly of Mexico in the NAFTA era.
observers of the border have long pointed to its role in
devel oping a dual or multiple identity, which Gonez-Pefia calls a
kal ei doscopi ¢ consci ousness (21). Chicana witer doria Anzal dda
el abor at es:

A border is a dividing line, a narrow strip along a
steep edge. A borderland is a vague and undet erm ned
pl ace created by the enotional residue of an unnatural
boundary. It is in a constant state of transition. The
prohi bited and forbidden are its inhabitants. Los
atravesados |ive here: the squint-eyed, the perverse,

t he queer, the troubl esone, the nongrel, the half-
breed, the half dead; in short, those who cross over,
pass over, or go through the confines of the "normal."

(3)

The culture of the borderlands is produced by divisions and
(just as inportantly) by the commodification of divisions. The
border is presumably maintained for reasons of governnental
managenent, but is crossed to take advantage of econom c
i nequality, which for sonme neans cheap goods (although
potentially fraught with danger and the contagion of an alien
culture) and for others higher wages in el otro |ado (although at
a potentially even higher price). The latter group, of course,
feeds the cheap | abor supply of which, as social scientists |like
Saski a Sassen, Ri chard Rouse and M chael Kearney have pointed
out, the nomnally closed border is the guarantor par excellence.
In other words, just as the confessional in Mchel Foucault's
wel | -known interpretation depends on and in fact ensures the
commtting of sins, the border is an exclusionary nmechani smt hat
neverthel ess nust be crossed, legally and illegally, in order to
have neani ng.

A better sense of how the border functions productively,
rather than repressively, can be gained by | ooking at the case of
maqui | adora production, an econom ¢ system bl atantly founded on
i nequality between the two nations. As this system devel oped over
the | ast several decades, Mexican cities |ike Tijuana and C udad
Juarez supplied the cheap | abor and | ax regul ati on conducive to
expl osi ve industrial devel opnent, and were unbilically linked to
the other side, where both products and profits returned. NAFTA,
al t hough heral ded as a new era of cooperation or alternatively
condemmed as a nonstrous threat to U. S. labor, really only
affirmed the maquil adora relationship and laid the groundwork for
its expansion.
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Per haps NAFTA' s nost dranatic aspect was not its econonic
i npact, since nultinational capital had been having its way with
Mexico and the world for quite sone time, but rather the death
blowit dealt to the nost cherished notion of the post-
Revol utionary Mexican state--that is, the notion of nationa
sovereignty. Wen the Mexican governnent signed the agreenent in
spite of its requests for worker protections having been ignored,
it effectively gave up the posture it had maintai ned, at |east
rhetorically, towards the United States for many decades, and
attenpted to disguise its conplicity in what m ght be called a
"kinder, gentler" colonialismbehind the mask of "nodernization."

In terns of consciousness, this forfeiting of the
i deol ogi cal coherence of the Mexican nation, or nexicani dad,
woul d seemto inevitably produce the kind of alienation and
fragnmentation already associated with the borderl ands.
Soci ol ogi st Javier Estinou Madrid wote in his 1993 book La
conuni cacion y la cultura nacionales en los tienpos de libre
conmercio that the commercialization of comruni cations nedi a

ha corrido y anul ado con gran rapidez nuestra frontera
i deol 6gi ca de pais, que es el principal dique nental
gue nos sirve para sobrevivir conp nacion....[D e ahi
que hoy hayanobs adquirido otra forma de ver al ser
humano, al nmundo, al universo y a la vida, que no son

| as bases cultural es que nuestra soci edad requi ere para
avanzar y crecer con arnonia (21).

The sane year, Gonez-Pefia and Coco Fusco, in program notes for
their performance piece "New Wrld (B)order,"” summarized the
situation using Roger Bartra's term "desnodernidad": "State of
being without a nother [a play on the word "desmadre"] or |iving
i n permanent chaos."

More recently, Luis Gonzalez Souza wote in La Jornada:

Por grotesco que parezca, esa parece ser l|la discusioén
de fondo de nuestros dias: ¢querenps que Mexico siga
si endo una naci 6n, si contrahecha, pero naci 6n nuestra
al finy al cabo? O por el contrario, ¢querenos de

pl ano convertir a Mexico en un tianguis, ms bien
extranjero y dinam tado por todos |ados, donde rija
nada mas que |l a | ey del mercado?

Critiquing the current adm nistration's econom c policy, Gonzalez
Souza warns that the neoliberal project only replaces the corrupt
and inefficient m snmanagenent currently associated with public
enterprises with the even nore frightening prospect of an econony
controlled by private and nostly foreign corporations: "una
rectoria en verdad cani bal esca.” Once again we return to Garcia
Canclini's dilema: can such a thing as national culture exist in
the era of transnationalization? To which the conposer of "Dos
muj eres, un camno,"” singing fromthe point of view of
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postnational atravesado Juan Daniel, can be imagined to reply:
"Que dificil, m destino...."

For Televisa, the dilemma of national identity would appear
to be a non-question; itself an early product of privatization,
the "Mexico" it depicts is, in terns of news coverage, a sterile,
heavily censored terrain, and in terns of its entertai nnent
progranm ng, a consunerist fantasy. That the main ideol ogi cal
goal of a show like Dos nujeres is the nmultiplication of
consunption is clear fromits final episode, which not only
stages Tania's funeral as a nusic video for Bronco's "Cunbia
Triste,” but also includes a sequence in which the bereaved
famly views what the nother passionately describes as all that
remai ns of their daughter--a video of Tania as aspiring nodel
posing to nmusic, which is sent to the famly by a producer at
Tel evi sal The slippage between the diegetic world (in which
characters just happen to be entertai ners and happen to be
friends with the nenbers of Bronco) and the world of Televisa's
entertainment enpire illustrates how the program |ike many
Tel evi sa shows, endlessly substitutes intertextual references for
narrative resolutions and thus pronotes itself, that is, the
continuity of consunption past the show s final episode, as the
only possi ble resol ution.

Yet it is inportant to understand that this m se-en-abyne
is, in a sense, national culture in the postnational age.

Tel evisa's Mexico is not sinply the absence of reality for which
it is often criticized, but in fact a present ideological vision
of the nation. Its indigenous popul ation, whose real-life
counterparts are engaged in serious revolt in Chiapas and

el sewhere, is nearly non-existent, perhaps disappeared (in the
sense of the termused to describe the fate of political victins
in recent Latin American history); its protagonists are bl onde,

bl ue- eyed, and m racul ously untouched by the political upheavals
and econom c crises of their country--although the witers of the
absurdi st tel enovel a Agujetas de color de rosa did offer a potent
all egory of Latin Anmerican political econony, in an episode in
whi ch gold that a sorcerer had magically conjured for sonme of the
prot agoni sts reverts just as abruptly into bananas.

Signifiers of the nation are indeed present anong Tel evisa's
consuneri st ideol ogi cal products; televised events such as El
Gito speak to Mexican patriotism as do traditionalist
spect acl es such as the weddi ng of Bibi Gaytéan and Eduardo
Capetillo. "Si algo |le queda al nacionalisno,” wites Carl os
Monsivais in an essay describing a Julio César Chavez fight as
"un acto de la Nacion," "es su condici6n pop" (24). Yet given the
network's reluctance to address current events and probl ens, and
equal ly inportantly, the Mexican nmedia s conpl ex technol ogi cal
and i deol ogi cal dependence on the United States (manifest, for
exanple, in the overwhel mng quantity of US-nmade filns in
Tel evisa's video rental outlets as well as on Mexican screens)
these are essentially enpty signifiers, |like soccer chants
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shouted in wllful disregard of the fact that the gane is over
and the hone team has | ost.

Mexi canidad is further reduced to an advertising slogan on
Uni vi si 6n, where banda nusic, soccer ganes, and the products of
mul tinational corporations are all presented as being the special
prerogati ves of the Mexican or Latino popul ation. These appeal s
to patriotism or what Harnony Wi refers to as "latinidad," play
on spectators' very real need for conmmunity in a context shaped
by raci sm and exclusion, yet on the production end are notivated
nore by the econom c potential of grow ng denographics than by
any authentic discourse of shared values and culture. In the
nati on- as- mar ket pl ace, wites Gonzal ez Souza, there are no | onger
citizens, only customers; this is true on both sides of the
border, where social guarantees traditionally provided by the
government (such as health, education etc.) are even now bei ng
replaced by a rhetoric of transaction and nmarket val ue.

Mexi cani dad, in short, is |less an expression of a cultural
identity than, first, the "enotional residue of an unnatural
boundary," and consequently, an attenpt to sell an inage of
national identity to post-citizens, who are not only often forced
to earn their livelihoods in another country, but who even at
home are effectively disenfranchised.

In response, critics of the neoliberal project and its
percei ved selling of the nation to foreign investors tend to
return to the state as the only avenue by which national culture
can be protected. In the filmindustry, for exanple, directors
continue to expect the state to function as an alternative to
Tel evi sa-styl e comercialism Paradoxically, even those
fil mmakers whose work nost incisively exposes the corruption and
vi ol ence of state regimes and the absurd contradictions of the
present situation have continued to agitate for increased state
support for film production, for protectionist |egislation, and
ot her neasures which nmake the governnent the patron of artistic
expressi on and conmmruni cati on.

Al t hough that position is understandable given the reality
of having to conpete with Holl ywood under conditions as
di sadvant aged as those faced by the truck drivers nentioned
earlier, dependence on the government is not only potentially
politically dangerous, but also has historically not been proven
to lead to the devel opnent of a sustainable industry. Fromits
peak of state involvenent under Luis Echeverria to the current
climate of privatization and private sector cooperation, the
fortunes of the filmindustry have risen and sank from sexenio to
sexeni o, in accordance with the interest and conm tnment of each
president. At present, the dramatic effects of the peso
deval uation and of NAFTA, resulting in the production of a nere
handful of feature filns in 1996, would seemto suggest the need
for another nodel of cultural devel opnent.

Wi | e nedi a producers understandably | ook for imedi ate
solutions to their economc difficulties, sone intellectuals have
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begun to devel op nore nuanced approaches to national culture,
enphasi zing that the choice between the dysfunctional state and

t he canni balismof corporate rule is a false choice. For Gonzél ez
Souza, denocratic reconstruction of the state is a necessary
step: "Si real nente querenps seguir siendo una naci 6n, ¢;no es NMAS
justo y sensato sanear, denocratizar al Estado?" Estinou Madrid,
somewhat | ess radically, speaks of "contrapesos planificadores
gue no sean burocraticos, estatistas, paternalistas o populistas;
pero que efectivanmente vinculen |os principales requerimentos de
desarrollo material y espiritual de |a poblaci 6n con | a dinan ca
de producci 6n cultural"™ (218), while Garcia Canclini argues that
the role of the state in culture and education needs to be
reeval uat ed

No se trata de reindicir en | a idealizaci 6n del Estado
cono sede de un nacionalisnmo tellrico, ni cono

adm ni strador eficiente, ni cono agente de donaci ones
populistas. Se trata de repensar al Estado cono | ugar
del interés publico, conpb arbitro o garante de que | as
necesi dades col ectivas de infornaci 6n, recreaci 6n e

i nnovaci 6n no sean subordi nadas sienpre a |la
rentabilidad conercial. (30)

Openi ng new spaces for the expression of the nation's true
diversity and heterogeneity, he concludes, can bring about the
necessary "iconol ogia el ectronica que corresponda a |la
redefinicién de | a identidad" (33).

In agreenent with these recomendations is EZLN spokesperson
Subcomandant e Marcos, who argued in a 1997 docunent entitled
"Seven Questions for Whomit May Concern" that for the governnent
to recognize difference, in this case the difference of Mexico's
i ndi genous peoples, would be "to do justice and nake possible the
defense of the Nation fromliquidation in a comercial sale.”
quote Marcos in order to enphasize that the debate over nationa
identity and integrity is not nerely academic. Wiile at the tine
of witing the Zedillo regine is using destabilizing tactics to
pronmul gate the appearance of stability in Chiapas, professors and
revolutionaries alike warn that the state nmust give up its
monolithic rigidity and open itself up to the voices of what
JeslUs Martin Barbero calls "new subjects” if the nation, as
sovereign entity and as scenario for the staging of collective
identity, is to survive.

VI. Concl usion: Los machos tanbi én || oran

What then, of our original subjects: the macho caught
bet ween two wonen, the wonen, in the words of the Laura Ledn
song, "conpartiendo el msno honbre, el msnpo anor"? An item
published in the California newspaper El Andar in October 1995
suggested that the era of the "casa chica" was conmng to an end- -
not because of fem nist objections to the double standard, but
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rather for econom c reasons. "De banqueros a panaderos,” wote
Cl audi a Mel éndez, "la realidad es que ya no |l es es posible

mant ener a sus 'queridas'. Con una inflacidn del 50 porciento y
una tasa de interés del 70 porciento en las tarjetas de crédito,
resulta que es mas facil mandarlas a volar que tratar de

mant ener |l as" (7).

More significant than Mexican nmen's ability to maintain
their lovers, however, is their ability to support thenselves and
their famlies--an ability that is increasingly tenuous in the
1990s. Rising statistics of bankruptcy and unenpl oynent parall el
the institutionalization of cyclical mgration to the U S., as
well as rural-to-urban mgration within the country, as a
necessary neans of collective and individual survival. As the
soci al and econom c position of the average man becones nore and
nore precarious, it appears that contenporary representations of
machi sno are |l ess reflections of patriarchal dom nation than
nost al gi c evocati ons of an inmagi ned past in which identity was
nmore sinple and fixed within clear boundaries. This search for
i magi ned stability is evoked in the representations of failed
machos portrayed by Erik Estrada in 1994, which was al so the year
of the assassinations of Donal do Col osio and José Franci sco Ruiz
Massi eu, stark evidence of the patria(rchy)'s inability or
unw | I i ngness to protect even its own. Perhaps its clearest
mani festation is in the song whose title | have borrowed for this
presentation: the Banda Machos' "Los nmachos tanbi én Iloran.™

In that song, the loneliness of the mgrant is reconfigured
internms of masculinity. "Estoy lejos y solo en la vida," sings
the protagonist, lanenting his fate. A narrating voice tells us
that, mred in his solitude, he cries and cries, but reassures
us, "aunque llore, jno se lo quita | o macho, conpas!" and
concl udes, "l os honbres, por machos que sean, tienen sentimn entos
y saben Ilorar." Here the ontol ogical status of the macho is no
| onger that of hero, rebel, or bearer of a sacred covenant
bet ween hinself and the state. The fact that he has feelings and
is able to cry does not redeem him nor does the fact that he
remai ns a macho restore any of the dignity and security he has
| ost by leaving his hone and famly.

Machi snmo in "Los machos tanbi én Iloran" is an enpty val ue,
signifying nothing; and one is left to respond, not with the
programmatic | ogic of an Estinou Madrid, the against-the-odds
i deal i sm of a Subcomandante Marcos, or the inventiveness of an
Anzal dia or Gonez-Pefia, but rather with the bermused sadness of
Monsivais, listening to the boasts of drunks at a Monterrey
cantina: "¢Qué no se dan cuenta que el capitalisnm salvaje no |os
toma en cuenta? ¢(Qué no | o entienden que ya no cupi eron?" (231).
Machi snp, deterritorialized, seeks an inpossible recovery, not
knowi ng that it has been eclipsed: "A un sistema |0 renuevan y
reactivan | as conductas de quienes no | o creen anenazado y |o
prot egen con su ingenuidad." Although mass culture reflects the
deterritorialization experienced by Mexi can nen and wonen in the
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age of NAFTA, its conplicit role in that process prevents it from
showi ng a solution. W are thus forced to conclude wth one | ast
sl ogan: the revolution--that is, the battle for the soul of the
nati on, whatever shape or formit may take--will not be

tel evi sed.
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