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Introduction

A Fence in the Desert!

Southern Arizona is border country in a number of ways. In the
first place, its southern boundary is also an international border, shared
with the Mexican state of Sonora. The borderline, as well as the
broader cultural zone of the border, are basic realities of life in southern
Arizona and northern Sonora. But southern Arizona is itself a multi-
cultural region with its own system of what one might call internal bor-
ders. It is home to several Indian nations: the Quechans (formerly the
Yuma), Cocopah, and Tohono O’odham or Desert People (formerly
the Papago Indians) who have lived here for time out of mind, and sev-
eral communities of Yaquis, descended from nineteenth-century politi-
cal refugees from the Yaqui homeland in Sonora, Mexico? Each of
these groups has its own reservation. There is also a large Mexican
American and Chicano population, some families of which have been
in the region for two centuries.

These cultures interact with each other and with the dominant
Anglo American society. This latter group started arriving in the
1850s, gained an almost exclusive hold on political and economic
power in the 1880s and 1890s, and continues to grow through birth
and through immigration from elsewhere.

The term Anglo American, or Anglo, as it is used in the Ameri-
can Southwest, really means anyone who isnt Hispanic or Indian.
Thus, Chinese Americans, African Americans, and even Serbian
Americans, all of whom have had an important presence in southern
Arizona since the late nineteenth century, are somehow all Anglos.
Even without taking into consideration these ethnic differences, the
dominant society carries within it what might be described as its own
series of internal borders. Catholics, Protestants, and Latter-day
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Saints; miners, farmers, and cowboys; urban, suburban and rural dwell-
ers: all these distinctions have long been important ones in the Ari-
zona-Sonora borderlands, as indeed they have all over the American
Southwest.

This cultural complexity is paralleled to some extent in the
neighboring state of Sonora, Mexico. O’odham live and claim a
homeland in northern Sonora just as they do in southern Arizona.
Northern Sonora holds no Yaqui communities, to be sure, but Yaquis
travel through the region on their way between the Yaqui communities
in Arizona and southern Sonora. Magdalena, Sonora, sixty miles
south of the border, is an important Yaqui pilgrimage focus. Anglos
interact with Mexicanos in Sonora as they do in Arizona, albeit on
different terms. And northern Sonora enjoys an increasing variety of
ethnic groups, religions, and traditional occupations, as thousands of
people from all over Mexico come to the border in search of economic
opportunity.

The international boundary between Arizona and Sonora was
established as a result of the Gadsden Purchase in 1853. In its simplest
conception, it is a dividing line on a map, running from New Mexico
northwest to California. On the ground, it takes the form of a fence. It
runs over hills and through valleys, through a countryside that shades
from the Chihuahuan Desert on the east through a zone of grasslands
and oak-covered hills to the Sonoran Desert, which starts near the bor-
der city of Nogales. From Nogales, the line travels through an increas-
ingly dry Sonoran Desert until it reaches the Colorado River and
California.

There are six ports of entry on the Arizona-Sonora border. With
the exception of the westernmost town, each community has a coun-
terpart on the other side of the line. From east to west the paired bor-
der towns are: Douglas/Agua Prieta, Naco/Naco, Nogales/Nogales,
Sasabe/Sasabe, and Lukeville/Sonoyta. San Luis Rio Colorado, Son-
ora, the sixth port, has no corresponding town in the United States.
Connecting these clusters of population stretches the border fence,
marked as well with cement monuments so placed that each one can be
seen from those to the east and west of it. The fence runs mostly
through lonely country, more frequented by four-legged than by two-
legged animals.

Where it traverses true desert (and deserted) country, the fence
is made of several strands of barbed wire. In more settled stretches it
changes to chain-link. The fence serves as a barrier to human traffic
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but only to a degree. Shoppers crossed daily in the 1980s through
holes in the Nogales chain-link fence, while a rural international mar-
ket has for years taken place on weekends at a gap in the fence where
it runs along the southern boundary of Tohono O’odham Nation (for-
merly the Papago Indian Reservation). This permeability is changing;
as I write in April, 1994, steel strips have replaced the chain fencing
in San Luis and Nogales, and there are plans to install them in Naco
as well.

The fence itself is featured in local Spanish. One illegally enters
one country from another de alambre—through the wire. A person
who does this is an alambrista, a “wireist.” Not all informal crossings
are above ground through the wire, however. In the late 1980s, cus-
toms officials discovered an elaborate tunnel leading from a warehouse
in Agua Prieta, Sonora, to a similar structure in Douglas, Arizona.
Powerful hydraulic lifts had been installed at either end, and the
whole set-up was capable of handling considerable quantities of
goods. At least two corridos, or Mexican ballads, about “El Tunel de
Agua Prieta” have been written, recorded, and issued on commercial
cassettes.’

El tinel doesn't stand alone as an underground path across the
border. Tucson and Nogales newspapers in March, 1994, were full of
accounts of young criminals who lived in trans-border drainage pipes
and robbed people who tried to use these pathways to cross the border.
And tunnels from the 1920s and 1930s, reputedly used to smuggle
liquor or Chinese or both, figure in Nogales oral traditions.

The fence serves other, more social purposes from time to time.
During the 1980s, international volleyball games were regularly held
near Naco. Each team played in its own country, with the chain-link
border fence serving as the net.’

To the east of Naco, in Agua Prieta, Sonora, match racing
between selected horses has long been an important form of recreation.
In 1957, an Agua Prieta horse named Relémpago (Lightning) won an
important race and became the instant target of many challenges.® One
of the challengers was Chiltepin (named after the fiery local wild chile),
from Pirtleville, Arizona, a small town near Douglas. Hoof-and-
mouth disease regulations made it impossible for either horse to enter
the other’s country for the race. The match was finally held, however,
following a suggestion which is said to have been made by the chief of
U.S. Customs in Douglas. A level stretch of border fence was chosen,
and each horse ran in its own country.’
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The Border as a Cultural Region

The border is more than a boundary separating one country from
another. It is also a cultural region which extends for many miles into
each nation.

I am often told that a border town such as Nogales, Sonora, “isn't
the real Mexico.” That is perfectly true, of course, just as Nogales, Ari-
zona, “isn’t the real United States.” Each is a border community, a place
of cultural negotiation. Each attracts residents and visitors from the
other side of the line. Folks cross the border daily in both directions to
shop, to work, to socialize. Each town has taken on some of the char-
acter of the town on the other side of the border. This border zone
actually extends for many miles on either side of the border towns
themselves. For the traveller from Michigan, U.S.A., or from Michoa-
can, Mexico, the foreign flavor starts long before one arrives at the
boundary line between the two nations, and reminders of home persist
long after one has crossed over into the other country.

The society of the border communities is to a great extent bilin-
gual and bicultural. Thus equipped, individuals can successfully negoti-
ate between the two languages—and the two worlds—which come
together along the border. The existence of these two worlds—the fact
that the individual is coexisting with a system which may not be per-
fectly understood but which has the power to affect one’s life—can lead
to a certain amount of anxiety. Very often in human society, jokes clus-
ter around such areas of anxiety, and the border is no exception. A
whole body of bilingual, bicultural jokelore exists all along the U.S.-
Mexico border. Some of the jokes follow traditional one-liner formulas,
like the following:

Knock-knock

Who's there?

Kelly

Kelly who?

¢ Qué le importa? (What difference does it make to you?)

Or the toast,

Here’s to Mexico, where the sopa’s not soap and the ropa¥
not rope, and the butter’s meant to kill ya.
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This joke does two things: it plays with two false cognates (sgpa is
Spanish for “soup,” and rgpa means “clothing”). With the pun on the
Spanish word for butter (mantequilla, roughly pronounced “meant to
kill ya”), it also reminds the listener of the unsanitary stereotypic bur-
den borne by Mexican food.

A longer narrative joke suggests the advantages of speaking two
languages:

A man robbed a bank in Tucson and fled for the bor-
der, hotly pursued by the FBI. He got to the border first and
slipped across, while the FBI had to get permission to cross
and get their papers all in order. When they finally crossed
the border, he was long gone. But the FBI always gets its
man, and so they caught him, way up in the hills, in the lit-
tle village of Bacadéhuachi, Sonora. When they caught him,
he didnt have the money with him. He spoke no English
and the FBI guys spoke no Spanish, so the agents hired an
interpreter.

The first thing the head FBI guy asked the interpreter
was “Tell him to tell us where he hid the money.”

The interpreter turned to the prisoner and said: “Dice
el sefior que ;dénde estd el dinero?” (The man wants to
know where the money is.)

The prisoner responded: “¢Dinero? Claro que habia
dinero, y debe que estar por alguna parte, pero no me acu-
erda precisamente que dénde estd.” (Money? There sure was
some money, but I don’t remember just where it is now.)

The interpreter turned to the FBI agent and said “He
says he’s forgotten where he put the money.”

The FBI agent drew his pistol, cocked it, and laid it
against the prisoners head, saying, “Tell him that if he
doesn’t remember where he put it in two minutes, I'm going
to blow his brains out.”

The interpreter turned to the prisoner and said,
“Dice el sefior que si no te acuerdas que dénde esti el din-
ero entre de dos minutos, te va a dar un balazo por la
cabeza.” (The man says that if you dont remember where
the money is within two minutes, he’s going to put a bullet
through your head.)

And the prisoner answered, complete with gestures,
“Pues en este caso, estd el dinero atrds de la casita de mi
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hermana. Es una casita blanca, en ésta mera calle, dos cua-
dras de aqui, al lado izquierda de la calle. Atris de la casa
hay un arbél muy grande, y diez pasos al norte del arbdl,
hay una piedra blanca. Abajo de la piedra blanca, alli estd
enterrado el dinero.” (Well, in that case, the money’s at my
sister’s little house. It’s a white house, on this very street, on
the left side of the street. Behind the house is a big tree,
and ten paces north of the tree is a white stone. Under the
stone, that’s where the money is.)

The interpreter turned to his employers, removed his
hat, and said, “He says he’s willing to die like a man.”

As this story makes plain, power lies with the bilingual individual
who can manipulate both sides. Incidentally, I first heard the joke in
pretty much the form I have given it here. I have since heard the same
story set in East Los Angeles and another telling set in sixteenth-cen-
tury Mexico, as a conversation between Cortez and the Aztec, Cuauh-
temoc, with Cortez’s famous Indian mistress, Dofia Marina, also
known as La Malinche, in the role of interpreter.

In recent years bilingual border jokes have spread beyond their
original bicultural context. Since the 1950s I have heard the tale of a
monolingual from Mexico who was looking for a pair of socks—un par
de calcetines—in an American department store. After being shown a
wide selection of clothing by an increasingly frustrated monolingual
English-speaking salesman, he finally pounced on the first pair of
socks he saw, exclaiming “Eso, si que es.” (“That’s what it is!”) The
clerk responded: “You dumb Mexican, if you can spell it, why can’t you
say it?” In 1993, this bilingual pun was used in a radio commercial
advertising a nationally-distributed brand of Spanish language
instruction tapes.

Although other scholars have suggested different functions for
this kind of joke,® the genre in my experience serves to celebrate a spe-
cial sort of person on the border—the bilingual. In Texas they may be
primarily Chicano in-group jokes; I don't think they are on the Ari-
zona border. I have collected them from Chicanos and Anglos alike—
bilingual Chicanos and Anglos, that is.
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The Pimeria Alta, A Binational Region

The central Arizona border region is made more complex by the
presence of two Native American tribes. The ancestral home of the
Tohono O’odham stretches on both sides of the international border
from the Altar Valley west almost to Sonoyta. On the U.S. side, the
O’odham live on Tohono O’odham Nation, the second largest reserva-
tion in the United States, stretching from the border to just south of
Interstate 10, and from the Baboquivari Mountains west to a line just
east of Ajo. Although most Sonoran Papagos have moved to the
United States within the present century, a few villages of O’odham
still exist in Sonora. The O’odham have no Sonoran reservation lands,
however, and the Indian communities are being encroached upon by
Mexican ranchers and agriculturalists.

It is an article of faith among Tohono O’odham that the interna-
tional agreement establishing the border also established O’odham
rights to move freely from one side of their ancestral territory to
another, without necessity of passports or other papers. I am not aware
of any historical documents substantiating this belief.’

One occasion on which O’odham do in fact cross the border in
great numbers is the annual Fiesta de San Francisco, held in
Magdalena de Kino each October 4. This is the major folk Catholic
event of the year for many O’odham, Mexicans, and Mexican Ameri-
cans and is discussed at greater length elsewhere in this volume. Suffice
it to say that the devotion to San Francisco is a highly complicated
regional phenomenon involving a saint who seems to be a composite of
St. Francis Xavier (whose statue it is), St. Francis of Assisi (on whose
day the feast is celebrated), and Father Eusebio Francisco Kino, S.J.
(the pioneer Jesuit missionary in the region, whose bones are on view in
the Magdalena plaza in front of the church). Although each of the
three cultural groups involved conceptualizes the saint in a different
way, all participate in his annual fiesta and pilgrimage.!®

The importance of San Francisco to Arizonans, as well as Sono-
rans, points to another aspect of the central Arizona-Sonora border-
lands. This part of the border is a cultural region in its own right, even
though an international border runs through the middle of it. Jesuit
missionaries in the late seventeenth century referred to the area as the
Pimeria Alta, the “Land of the Upper (or Northern) Piman Speakers,”
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to distinguish it from other areas to the south which were occupied by
speakers of a related language. (Pima is the term used by Spaniards and
others to refer to the people who call themselves O’'odham. Piman tra-
ditionally includes the Desert People—the Tohono O’odham—as well
as the River People—Akimel O’odham—of the Gila and Salt River
Valleys.)

Today, over 300 years since the first permanent contact between
natives and Europeans in the Pimeria Alta, the region seems to be cul-
turally distinct even though it reaches into two nations—Mexico and
the United States—that did not exist until over a century after Kino's
day. The presence of O’odham culture, the devotion to San Francisco,
even the distribution throughout the region of a unique style of giant
tortilla made of wheat flour, all attest to the persistence of the old
Pimeria Alta at the close of the twentieth century.

Cultures in Contact

It is important to realize that the Mexican Americans, O’odham,
and Yaquis of Arizona all maintain their cultures in some relationship
to dominant Anglo American society. Anglos have been in social,
political, and economic control of southern Arizona since at least the
1880s and the arrival of the transcontinental railroad.

Anglos participate in the older traditions of the Pimeria Alta in a
number of ways. They consume selected cultural items such as the
regional food locally called “Mexican food, Sonora style.”*! They pur-
chase pifiatas and cascarones, and either use them for their intended
purposes as things to be destroyed while adding to the festive atmo-
sphere of a party or place them in their homes as regional decorations.
Some attend the Magdalena Fiesta, not as much out of a devotion to
San Francisco as out of an interest in regional traditions.

In other words, many Anglos have begun to use items of tradi-
tional regional culture as symbols of the region itself. They display bits
of traditional art and folklore physically or verbally as they assert their
place in their adopted home. Anthropologists have long noted that
items of culture can change in many ways as they move across cultural
boundaries; this process can be seen over and over in the Pimeria Alta.

Many Anglos living in the Pimeria Alta conceive of themselves as
living in a much larger cultural region—the American Southwest, or
simply, the Southwest. It’s a real region, of course: the southwestern
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corner of the United States, distinguished physically by its dryness and
culturally through its long history of influences from the Valley of
Mexico. Ever since the late nineteenth century, when the Fred Harvey
Company needed to convince travellers on the Santa Fe Railroad to
stop at its hotels in New Mexico and Arizona, the Southwest has been
marketed to Americans from other parts of the United States.

So it is that this area of diverse natural settings and traditional
cultures has become in the minds of many Anglo Americans a unified
region, taking much of its color from its hub of fashion, the area
around Santa Fe, New Mexico. And so it is that aspects of a very real
group of traditional cultures have been transformed into colorful
accents in the lives of Anglo American immigrants.'?

This can be seen in the various strategies used regionally to mar-
ket salsa. The Spanish word sa/sa simply means “sauce”—any kind of
sauce. (Worcestershire Sauce, for example, is called salsa Inglés,
“English sauce,” in Mexico.) As a loan word in English, salsa has come
to mean a particular kind of Mexican-style sauce containing chiles of
some kind. In traditional Mexican culture, this kind of salsa is used as
casually and as commonly as ketchup is in ours, and for the same pur-
pose: to give extra flavor to one’s normal meals. In Anglo American
culture salsa appears either as an accompaniment to a specialty cuisine
called “Mexican food” or as something in which to dip tortilla chips at
a party or before a meal. Mexican-based salsa companies tend to adver-
tise their products either with representations of the ingredients or with
some visual symbolic statement of the condiment’s hotness and
regional character. Some Arizona companies use symbolic visual state-
ments of the product’s Mexican character, often images of women
wearing regional Mexican costume.

Still other Arizona companies, aiming for a wider Anglo Ameri-
can market, use images—cattle brands, kachina masks, adobe houses,
saguaro cactus, and mesas—that are evocative, not of a particular cul-
tural tradition but of the American Southwest as a whole. Salsa in this
context is no longer just a daily accompaniment to meals, or even part
of a specialized kind of Mexican cooking. It has become part of a
Southwestern lifestyle. It adds flavor, not to one’s bacon and eggs, but
to ones life as a consumer in an exotic region of the United States.!®

In summary, the southern Arizona-northern Sonora border
country is a culturally complex area in which the process of cultural
negotiation has a long history. If we are to credit the work of archaeol-
ogist Charles Di Peso, traders and missionaries from central Mexico,
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based near present Casas Grandes, Chihuahua, brought new goods and
ideas into the region as early as 1000 A.p.}* More recently, Salado,
Hohokam, and Trincheras cultures coexisted in the area covered by the
essays in this book. With the arrival of Father Kino in 1688, a perma-
nent European presence (including Spaniards, Mestizos, Basques, Cat-
alans, and Jesuits from all over Europe) was established. The cultural
makeup of this European presence has grown more complex over the
years, with the addition in the nineteenth century of Anglos, Asians,
and African Americans. The essays in this book examine in detail some
of aspects of the folklife of this complex cultural region.

The Essays in this Volume

The first chapter treats various forms of cemetery art in the twin
cities of Nogales, Arizona, and Nogales, Sonora, in an attempt to
define some of the processes at work in this border community. Chap-
ters Two and Three describe regionally important forms of folk art and
discuss their iconization when they enter the dominant culture. Chap-
ter Four describes a particular kind of supernatural being common to
many parts of Mexico. A shrine in Tucson dedicated to one of these
spirits has also been iconized by Anglo Americans.

The next two essays deal with the non-iconic reinterpretation of
borrowed or shared cultural items. The narratives explaining a black
crucifix currently in the church at Imuris, Sonora, vary depending upon
the group for whom (and by whom) the narrative was created. So do
narratives concerning the Children’s Shrine, a sacred place on Tohono
O’odham Nation, depending on whether the story is being told by
O’odham or local Anglos. Moving north in Arizona, the ballad, “The
Mormon Cowboy,” seems to belong to both Gentiles and Mormons in
Gila County. Both groups have claimed authorship of the song. The
text remains fairly constant in both cultures, but the meaning of the
text seems to change depending upon what group is interpreting it.

While the essays so far mentioned deal with cross-cultural mat-
ters, the last two in the book are confined to material within a single
cultural tradition—material which in each case gives the regional cul-
ture some of its distinguishing flavor. Leonardo Yafiez of Douglas, Ari-
zona, was a lifelong professional musician and a nationally famous
composer of corridos, or Mexican ballads. Some of his compositions
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deal with horse match races, one of the most important topics for
regional corridos.

Also important locally is the set of organizational principles nor-
mally associated with the baroque style of eighteenth-century architec-
tural decoration. Deeply rooted in Mexican (and indeed Aztec and
Spanish) culture, baroque organization was firmly established in what
is now Arizona in 1797 with the dedication of the mission of San
Xavier del Bac, twelve miles south of present-day Tucson. The church
is an example of a way of organizing one’s surroundings that appears to
remain vital in contemporary Mexican American culture.

A word about mechanics is in order. Although I feel it important
to present detailed texts and descriptions of the material under discus-
sion, such details have a way of impeding the flow of the text. There-
fore, I have frequently resorted to appendices in order to supply such
data. Finally, the notes to each chapter serve a dual purpose: to present
my source material to my fellow scholars and to present peripheral
ideas and details that, while important and interesting, should not
intrude upon the main text.

Deciding which names to assign to groups of people can get com-
plicated. The people who for years were called Papago Indians have
formally changed their name to Tohono O’odham. I have used the lat-
ter name in contemporary descriptions; the former when dealing with
the past. Their reservation, politically defined as Tohono O’odham
Nation, is still the Papago Indian Reservation on maps. I have used
both terms. Mexican Americans live in the United States; Mexicans in
Sonora. I have used “Anglos” for participants in the various non-
regional streams of United States culture, even though I wish there
were a better term.



Cleaning a grave for el dia de los muertos, Pante6n Nacional, Nogales, Sonora,
November, 1989. Photograph by David Burkhalter.



Chapter 1

Respect and Continuity

The Arts of Death in a Border C'ommunz'z‘yZ

This first essay deals very specifically with the border, both as a line of
demarcation and as a cultural region in its own right. Cemeteries in
Nogales, Arizona, are different from those in Nogales, Sonora. Yet they are
coming to resemble each other in important ways, as manifestations of a bor-
der culture that partakes of but differs from the patterns to be found in the
heartlands of each of the two nations involved. Like all the traditions dis-
cussed in this book, the cemetery arts of these twin border cities are dynamic,
changing as the population changes, and as new possibilities arise.
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Introduction

Nogales, Arizona, and its twin city of Nogales, Sonora, lie along
the international border approximately 60 miles south of Tucson.
Founded in 1880, Ambos Nogales (Both Nogaleses), as the two cities
together are frequently called, comprises the most important border
community between El Paso/Ciudad Juarez to the east and Calexico/
Mexicali to the west. With an estimated population of 200,000,
Nogales, Sonora, is by far the larger of the two. Its rapid growth is
fueled by the various opportunities for personal advancement presented
by the inequalities of the two economic systems that meet along the
border. In addition to normal traffic of people and goods, there are the
magquiladoras (assembly plants) for U.S.-based manufacturing compa-
nies. These take advantage of the less stringent labor, insurance, and
pollution laws of Sonora, as well as the relatively cheap labor available
on the Mexican side of the line.? Although Nogales, Arizona, is much
smaller with an estimated 18,000 population, it, too, is growing, both
as an international trade center and as a Sun Belt residential site.

Nogales, Sonora, has had an influx of immigrants from many
regions of Mexico who bring with them their own traditions and
worldviews. Likewise, Nogales, Arizona, is constantly growing by the
arrival of individuals and families from many parts of the United States
who bring their own regional characteristics. So the cultural dynamic
of Ambos Nogales, perhaps like that of other border communities, is a
complex mixture of accommodation and polarization, of stability and
change. In each city a binational regional culture is constantly evolving
while being continually influenced by a wide variety of other regional
cultures from both nations.

A knowledge of this background is essential to understanding the
material presented in this essay. In the same manner as this region has
developed its own distinctive traditions of cookery, based on the his-
toric importance of beef and wheat raising, as well as upon the tradi-
tional native crops of the region,® so it has evolved its own ways of
dealing with that great inevitability, Death. But just as one finds
McDonald’s Golden Arches in Nogales, Arizona, and Guadalajara-
style birria restaurants in Nogales, Sonora, so too are the national
approaches to death on both sides of the border modifying the broad
regional picture.
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Permanent Grave Decorations

In any cultural tradition, one frequently finds that creative activi-
ties center around certain foci. Death is such a focal point for many
Mexicans and Mexican Americans. It seems logical that a culture
which places such a strong emphasis on the family as does traditional
Mexican popular culture would evolve ways of expressing the impor-
tance of family members who are no longer living. This is indeed the
case. Perhaps the most dramatic expression of this concentration of arts
and traditions comes each year on e/ dia de los muertos (the Day of the
Dead) or All Souls’ Day, November 2. As the connection between
death and traditional creativity is not limited to a single holiday, how-
ever, it is appropriate to begin with the cemeteries themselves and the
permanent markers which they contain.*

There are four public cemeteries in Ambos Nogales. The Nogales
Cemetery on Bejarano Avenue in Nogales, Arizona, was established
around the turn of the century. The oldest cemetery in Nogales,
Sonora, is Panteén Rosario, begun as a family cemetery in 1892 and
opened to the public in 1894. Panteén Nacional, situated like Rosario
close to the international border, was a military cemetery during the
Revolution and became public in the 1920s. It is the largest cemetery
in Nogales. Panteén Héroes, formerly a family burial plot, became
public in 1918. Now all three Sonoran cemeteries are seriously over-
crowded, and the need for more space is a topic frequently discussed.
Meanwhile, Pante6n los Cipreses, a private cemetery, has opened on a
hill above Pante6n Nacional.

In all four cemeteries, locally made grave markers mingle with
those which have been imported from outside the area. Imported
markers, affordable only by wealthy families, give us an indication of
the ways in which people in Nogales have responded to nationally
changing fashions in grave markers. Some of the locally made markers
reflect these same stylistic currents. Thus, several older graves are sur-
rounded by elaborate neogothic cast-iron fences which were made
around 1900 in foundries as far away as St. Louis, Missouri, and
Cleveland, Ohio. They were available throughout the United States by
mail order and were shipped to Nogales, Arizona, by railroad. There
are also locally made, wrought-iron fences, in which the imported style
is imitated to the best of the craftsman’s ability.



16 A Shared Space

However, many grave markers don’t seem to follow national fash-
ions or styles in any way. These are folk monuments, similar to many
found in Mexican and Mexican American communities throughout
southern Arizona and northern Sonora.’ They reflect the artistic tastes
and resources of the communities in which they were erected. They
come in two basic forms: the cross and the nicho, or free-standing
niche. This latter is designed to hold a sacred image and may take on a
wide variety of shapes. American-style tombstones with inscriptions
are found, to be sure, but are not as common as a visitor accustomed to
Protestant cemeteries in the eastern United States might expect. This
is a community of the image rather than of the word.

Most crosses are of metal and usually have a nameplate in the
center where the horizontal and vertical elements join. The shape of
the nameplates may vary widely, this being one area where traditional
creativity is often brought to bear on what is basically a simple form—
the Latin cross. Information appearing on the nameplate is usually
restricted to the name of the deceased, his or her birth and death dates,
and some such formula as R.I.P. (Requiescat in Pace) or Q.E.PD. (Que
en Paz Descansey—Latin and Spanish respectively for “Rest in Peace.”
Sometimes the family relationship of the person or persons erecting the
marker to the deceased will be added. Rarely does a funerary poem or
some other statement appear. Lettering is frequently elaborate and may
have been done either by a family member or a professional sign
painter.

The arms of the cross may end in some sort of finial decoration—
another instance where a multitude of options is open to the craftsman.
The cross may be further embellished (and its stark angles obscured)
with decorative iron scrollwork. Filigree ornamental ironwork is a
long-established Mexican tradition with roots in colonial times and the
baroque age. Two outstanding examples of this work in early southern
Arizona are the eighteenth-century crosses on the dome and west
tower of the Mission San Xavier del Bac, just south of Tucson. Today,
this kind of work is done to order at a number of shops on both sides of
the border, as well as by private individuals with metalworking skills.
Local smiths also make the fences that surround many of the cemetery
plots in both Arizona and Sonora, as well as the rejas, or arrangements
of bars that appear over so many doors and windows in the area.

Blacksmith shops are not the only places where traditional grave
markers are produced. There are also marmolerias—shops where
monuments are cast from mdrmol, a white composition material. The
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marmoleros (marmol craftsmen) specialize in a wide variety of nichos.
These may be quite simple or extremely elaborate. Perhaps the most
striking are the free-standing copies of church facades whose towers
can soar up to seven or eight feet in the air. The statue inside the
nicho usually represents some saint or member of the Holy Family to
whom the deceased had a special devotion. Sometimes the statue had
actually belonged to the person who now lies in the grave. The dead
person’s rosary is often enclosed in the nicho or looped over the top of
the monument.

Permanent decorations on the graves are not restricted to the
markers. Many graves are delineated or outlined with a cement curb, or
covered with either mounded dirt or a slab of some sort. (The piles of
rocks which, in many rural Arizona cemeteries, serve to protect the
graves from coyotes and other predators seldom appear in these urban
cemeteries.) Graves may be surrounded by a wrought-iron fence with a
gate at one end. This fence provides yet another opportunity for the
decorative artist. The four corner posts of the fence may extend upward
to provide support for a corrugated metal or plastic roof over the grave.
These roofs, or techitos, are found mostly in graveyards in Nogales,
Sonora, and are a fairly recent introduction to the area. Finally, a very
few families on both sides of the border have erected small chapels or
mausoleums for their dead.

The setting in which all these graves appear deserves some men-
tion. Public cemeteries in Ambos Nogales are surrounded by either
fences or walls and are provided with formal entrances, complete with
wrought-iron gates. Within the enclosure, the graves are arranged in
rows, all facing the same way. In contrast to many Catholic cemeteries
of southern Arizona, including Nogales, where the graves are arranged
with their heads to the west, the grave orientation varies in the Sono-
ran cemeteries. This is probably because two Sonoran cemeteries are
on fairly steep hillsides, which dictates the grave orientation in each
case. With the exception of parts of the Nogales, Arizona, cemetery,
there is no grassy expanse of the sort associated with the memorial
parks of the United States. Rather, bare earth is the rule, and planting
is left to individual families. Italian cypresses and irises are quite popu-
lar, as is a variety of vinca locally called cobre tumbas (it covers tombs).

Furthermore, these folk cemeteries are not static places. In the
first place, individual graves frequently change over time. Monuments,
once erected, may be replaced or augmented when the family can
afford the expense of something more elaborate. The walls of at least
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one Nogales, Sonora, marmoleria are hung with wrought-iron crosses
which were left there after being replaced by new, more elaborate cast
monuments. A grave may be marked with a simple wooden cross at
first, then over the years acquire a covering slab, a metal cross, fence,
and techito, and finally a composition monument. These additions are
usually made either on one of the deceased’s anniversary dates or on All
Souls’ Day. When the family of the deceased dies out or moves away,
the grave may fall into disrepair. In at least one Sonoran cemetery there
is a move afoot to level these abandoned monuments to make the much
needed space available to other families.

Much of the change that takes place in the cemeteries of Nogales
operates on an annual cycle centering around November 2, All Souls’
Day in the Roman Catholic calendar and The Day of the Dead—e/ dia

de los muertos—in Mexico.

All Souls’ Day in Ambos Nogales

Casual Anglo American visitors to a Mexican or Mexican Amer-
ican graveyard during the summer rainy season might get the mistaken
impression that the cemetery is neglected and uncared for. This is sel-
dom the case. In fact, cemetery maintenance patterns are not the same
as in the Anglo world. Although larger cemeteries may have a resident
caretaker, it is the job of the individual families to maintain their own
graves. Little attention is paid to weekly or even monthly care of
graves. The major effort for almost everyone is concentrated on the
days immediately preceding November 2.

All Souls’ Day is the day on which the Catholic world remembers
and prays for its dead, many of whom, according to Catholic belief, are
in Purgatory and can be aided by the prayers of the living. This is the
holiday which forms much of the basis for the American Hallowe’en,
as well as for the Day of the Dead in central Mexico. The former cele-
bration is almost totally secularized; the latter owes much of its nature
to pre-Hispanic, Indian heritages. The day prior to All Souls’ Day in
the Roman calendar is All Saints’ Day, when the saints, who have
already joined God in heaven, are remembered.

Mexican folk belief has elaborated this sequence of days. Nogales
residents have told me that October 30 is for people who died acciden-
tal deaths; October 31 is for unbaptized children; and November 1 for
angelitos and angelitas—baptized children who died while still at an age



Respect and Continuity 19

of innocence and who therefore are in the presence of God. Some say
that the original angelitos and angelitas remembered on this day are the
innocent children slaughtered by King Herod in his attempt to destroy
the infant Jesus.® November 2 is for adults.

El dia de los muertos—the Day of the Dead as it is celebrated in
much of central and southern Mexico—involves a remarkable blending
of Catholic and native beliefs and observances. In addition to honoring
departed members of the family (frequently in the belief that they actu-
ally come back and visit their graves or the scenes of their life on this
day), many people approach the concept of death itself in an almost
playful manner. Markets are filled with such items as candy skulls (com-
plete with names) and small statues of skeletons engaged in such every-
day acts as playing music, celebrating weddings (and funerals!), and
riding skeleton horses. Poets and artists participate in a long-standing
tradition of preparing calaveras, “skulls.” These are printed verses
accompanied by cartoons, satirizing the events, customs, and person-
ages of the day by presenting them in skeleton form. The great Mexican
popular artist José Guadalupe Posada is perhaps best known for his
calaveras satirizing Mexico City society of the early 1900s.” Thus the
Day of the Dead in central Mexico is a true popular celebration com-
bining the sacred and secular realms and touching in one way or another
most of the societal groups and classes of contemporary Mexico?

El dia de los muertos in Nogales is quite different. Traces of the
mainstream Mexican observances may be seen, to be sure, but most
have been recently introduced to Nogales either by immigrants from
further south or by members of Nogales’s intellectual community.
Local observances are focused much more on family continuity, with
little attention being paid to death itself. Family members gather to
clean, refurbish, and decorate their family graves, and perhaps spend
some social time together with their dead. Recently arrived families
who have no dead buried in Nogales may adopt one or more unmarked
or untended graves.” Although the final visual result of all the activity
1s at its most striking on November 2, preparations begin long in
advance.

By September, the women who make paper-flower arrangements
for All Souls’ Day are taking orders. One must have flowers with which
to decorate the graves; although cut flowers are used, they are far out-
numbered by artificial ones. The most popular arrangement is a wreath
or corona, although sprays and crosses are also used. The most old-
fashioned artificial flowers are made of paper.



20 A Shared Space

The entrance to the Pante6n Nacional, November 1, 1984. Stacks of sugar cane may
be seen to the right, along with paper coronas awaiting purchasers. The crowd enter-
ing the cemetery gives some notion of the volume of people who go to the cemeteries
just before All Souls’ Day. The carts in the foreground contain paletas, or ice cream

bars. Photograph by James Griffith.

Working with tissue paper has been an important traditional
Mexican craft since colonial times. Yet little that has to do with the ori-
gins of Mexican folk customs is as simple as it seems. Elaborate paper
cut-outs in contemporary central Mexico seem to have pre-Columbian
antecedants. It does appear, however, that the roots of Mexican folk
colored tissue paper work lie in East Asia. The popular name for tissue
paper, papel de china (Chinese paper) may reflect the fact that the skills
involved in working with this sort of paper were brought across the
Pacific in colonial days from East Asia and the Philippine Islands. The
dictionary name for the paper is pape! de seda (silk paper). It apparently
came to Mexico from the Orient via the annual treasure fleet and sub-
sequently became a part of the national folk art repertoire.!”

Although families on both sides of the border create their own
paper flowers, many part-time professional paper-flower makers are at
work, especially in Nogales, Sonora. It is difficult to estimate their
number. There must be well over a hundred working to order for flo-
rists and individual citizens or producing flowers and coronas to sell at
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the cemeteries. Nor is the activity restricted to Nogales residents.
Craftswomen from as far away as Santa Ana, Sonora, some eighty
miles south of the border, sell paper coronas through Nogales florist
shops or at the gates of the cemeteries themselves.

Individuals ordering wreaths may choose the color of flowers
according to the gender of the person for whom the wreath is intended.
Pastels and white were mentioned by some informants as being suitable
colors for women, while strong blues and purples were considered
appropriate for men.

At the same time that the paper-flower makers are at work, pro-
fessional florists on both sides of the border are beginning to assemble
coronas, sprays, and crosses of commercially manufactured artificial
flowers. Made of silk or plastic, most of these come to Nogales from
Southeast Asia via the United States. Although the flowers and green-
ery are factory made, the arrangements are done by hand, reflecting
the tastes of both the people who assemble them and those who pur-
chase them.

Other activities slowly gain momentum during the second half of
October. About 40 miles south of Nogales, in the area between Imuris
and San Ignacio, Sonora, fields of flowers are slowly maturing. They
are planted in the spring with All Souls’ Day in mind and after being
picked will be shipped as far away as Nogales, Hermosillo, and Ciudad
Obregon, the latter about 300 miles distant. Picking starts towards the
end of October; in 1984, the last flower fields were cleared by October
31. By then trucks could be seen parked near the cemeteries of
Nogales, Sonora, with bunches of white and yellow blossoms for sale.
By far the most common flowers grown for this purpose are the zem-
pastichiles (yellow marigolds). The name is from the Aztec language,
and the flowers have been used for offerings for the dead for time out
of mind in Mexico.!!

Activity at all the cemeteries increases from October 30 through
November 2. People arrive and clean and refurbish their family graves.
Some will sit quietly for a while by the graves. Other individuals pro-
vide goods and services. Small boys compete to be hired to clean the
graves. Outside the gates, vendors (a small village of them at the
Panteén Nacional) set up stands to sell all sorts of traditional foods.
Sugar cane seems especially appropriate for this day—it was featured
prominently on the Mexico City-style altar that was erected by a local
baker to show me how things were done in his home region. Coronas,
cut flowers, and ready-made wrought-iron crosses are all available for
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purchase at the cemetery entrance. Here is a description of the Panteén
Nacional from my field journal for November 1, 1984.

A lot of action was going on inside the cemetery. Hun-
dreds of people were there, cleaning, repainting, mounding
earth, scrubbing slabs, applying flowers. One man was chis-
elling something off one tomb, while another was lettering a
nameplate which has recently been painted black over light
blue. “Ricardo” was as far as he had gotten when I watched
him. He was seated on a grave slab, holding the 12” by 16”
metal plate in one hand while with the other he painted blue
block letters.

The central pathway was the scene of a steady proces-
sion towards and away from the gate. Men and women were
carrying shovels, brooms, hoes, coronas and crosses,
bunches and pots of real flowers, paint buckets and brushes,
pails and tin cans and plastic milk jugs of water. Small boys
chased each other, carried pails of water, and offered their
services cleaning graves. A balloon vendor strolled through
the cemetery. People visited, worked, ate sugar cane and
corn on the cob, drank sodas. There was little noise—no
radios, no musicians—except for the loudspeaker of a car in
the street advertising the headlines of a local newspaper,
which involved a drug killing in Calle Buenos Aires. Out-
side the gates, vendors sold sodas, carne asada (grilled beef),
corn on the cob, churros (sugar-coated, fried dough strips),
yellow and white flowers, home-made paper wreaths. Small
groups of people walked up the road from town, some car-
rying wreaths and flowers . .. past the blacksmith shop
where men were welding in the yard and newly painted
wrought-iron crosses shone black in the afternoon sun, past
the dusty marmolerias where composition grave markers
were being made, past the rows of trucks from Imuris and
La Mesa, each bearing its owner’s name and home town
painted in elegant, shaded letters on the door, each backed
to the street to display white margaritas, yellow zem-
pastchiles, and coronas of home-made paper flowers. And
this, I was told, was nothing compared to the crowds that
would be here tomorrow on November 2, e/ mero dia de los
muertos.



A double grave decorated with cut flowers, Panteén Nacional, Nogales, Sonora,
November, 1989. The statue represents the Sacred Heart of Jesus. In addition to the
coronas on the crosses, the spray to the left, and the flowers in tin cans, there is a row of
zempastichiles around the edge of the curb. Curb, statue, and crosses appear to have
been repainted for the occasion. Photograph by David Burkhalter.
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Public cemeteries of Nogales, Sonora, are comparatively empty of
the living by November 3, but they show evidence of the intense activ-
ity of the previous days. Graves have been weeded, raked, swept,
washed, and cleaned. New markers are evident; others have been
repainted. Iron crosses and fences glisten with new coats of black,
white, or even bright blue paint. Holy statues have been repainted in
brilliant, lifelike colors or in a solid wash of some bright shade. Stakes
have been driven at the four corners of some graves, and multicolored
ribbons are woven around and around the perimeter thus formed. Cut
flowers are in profuse evidence—some in built-in containers on the
tombs; others in tin cans; still others are laid in rows on the graves.
Here a grave is covered with yellow zempasuchil petals, with a cross of
whole blossoms in the center. There the bare, mounded earth has been
raked, swept, and dampened as a background for the owner’s initials,
formed with orange-yellow blossoms. At yet another grave a simple
cross of plumber’s pipe has a zempasichil stuffed into each of its three
ends. All these natural colors mingle with the brilliant paper, ribbon,
silk, and plastic of the coronas and other arrangements of artificial
flowers. Crosses and other monuments are festooned with coronas
which range from one to three feet in diameter. Another grave has its
techito and supporting fence covered with large paper flowers of every
imaginable color. And if each separate grave presents a riot of color, the
total effect has to be seen to be believed.

The profusion of independent detail, the color and intensity of the
scene match perfectly the diversity of the activity that preceded it. The
aesthetic impulse behind the scene seems to reflect the spirit of the sev-
enteenth and eighteenth centuries much more than it does any contem-
porary fashion. Profusion of detail; richness and complexity of color,
form, and meaning; a fascination with miniaturization, movement real
and implied, and dramatic contrast—all these remind the viewer that
the people of Mexico have not yet abandoned the baroque style that
served them so well in the days when Mexico was New Spain1?

One of the pitfalls open to an outside observer of any cultural
event is the assumption that what was going on at the time of one’s
visit represents some sort of norm, that things have been this way for-
ever, and that any change will represent a departure from “the way
things are.” Of course this is not and never has been the case. What I
was able to see and experience in Nogales during my brief visits in
1983, 1984, and 1985 was simply a superficial view of one stage in a
continuous process of change. Things were undoubtedly different in
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1974, and they will be different again in 1994. I shall now discuss some
of the changes that seem to be taking place in the traditions clustering
around death in Ambos Nogales.

Impulses from the South

I have mentioned that the Day of the Dead is celebrated very dif-
ferently in central and southern Mexico than it is in Nogales, Sonora.
As Nogales grows as a border town, many individuals from those two
regions move in, bringing their cultural traditions with them. For
example, Ignacio Castaneda Estrada, a professional baker, moved from
the central Mexico area to Nogales in the mid-1960s. Establishing his
bakery, La Panaderia Catedral (The Cathedral Bakery), he proceeded to
bake the breads which in central Mexico were appropriate to the vari-
ous seasons. There is a long-standing tradition associated with el dia de
los muertos of baking pan de muerto, or “dead man’s bread.” This is a
special, rich bread which is used both for feasting and for placing as
offerings on altars to the dead.

Sr. Castaneda’s pan de muerto is a very rich egg bread with sugar
and cinnamon sprinkled on top. He forms it into round, rectangular,
cruciform, or human-shaped loaves, with small dough “bones”
arranged on top. As Sr. Castaneda tells the story, the first year he dis-
played his pan de muerto in Nogales, people who came into his bakery
wanted to know what it was. The custom was unknown at the time in
Nogales, at least among his clientele. Now, due perhaps to a combina-
tion of his efforts and continuing immigration from further south, he
makes and sells pan de muerto in considerable quantity. In 1984, in
addition to stocking his bakery shelves with pan de muerto, he sent his
son into the nearby streets with more, displayed in a glass-sided bread
box mounted on a large tricycle. In a typically Mexican play on words
and ideas, the name of the mobile bread-vending unit (which belonged
to the Panaderia Catedral) was /a capilla, “the chapel.”

At least one other baker was producing pan de muerto in 1984.
Round, egg-glazed loaves with a molded dove shape on top were
being sold from a cart at the entrance to the Panteén Nacional on
November 2.

It was Sr. Castaneda who assembled what he described as a typical
Mexico City-style ofrenda (altar to the dead) for me to see and photo-
graph. An ofrenda of this sort features candles, candy skulls with names
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(presumably those of the family’s deceased) on them, pan de muerto,
zempazichiles, and sugar cane. I heard of at least two similar ofrendas
being planned for November 2, 1984. Both were to be sponsored by
members of the intellectual community of Nogales, Sonora; one was
scheduled to be erected in an experimental theater. I was unable to visit
either of these ofrendas so cannot say whether they were erected.

Members of this same intellectual community, many of whom are
also involved in one way or another with radical politics, are perpetuat-
ing yet another mainstream Day of the Dead custom—the political
calaveras with their cartoons and satirical verses. The calaveras I saw in
Nogales, Sonora, in 1984 were accusatory rather than satirical and were
directed at corrupt politicians, brutal police, and similar institutional
targets. They were published anonymously.

These are the major ways in which the classic Day of the Dead
observances of mainstream Mexico are present in Nogales, Sonora.
There are other ways as well. For instance, a couple was selling model
houses outside the gates of the Panteén Nacional on November 2,
1984. These were made in the region around Guadalajara and are said
to be popular additions to grave decorations in that part of Mexico. A
small number were purchased and brought to Nogales to see if they
would sell. As far as I could determine, they did not.

Immigration from elsewhere in the Republic and a desire on the
part of the intellectual community to participate in what it perceives to
be a uniquely Mexican institution: these are the two major means by
which Day of the Dead observances in Nogales, Sonora, seem to be
coming closer to those of mainstream Mexico. At the same time, other
influences are arriving from the north. It is to these that I now turn in
order to round out the picture of the traditional arts associated with
Death in Ambos Nogales.

Impulses from the North

In much of our discussion so far I have concentrated on Nogales,
Sonora. However, Ambos Nogales is a border community, with cities
both in Mexico and the United States. What goes on in Arizona and
how is it different from the Sonoran observances? In the first place, the
apparent religious uniformity of Sonora’s cemeteries does not hold true
across the line. The Nogales, Arizona, cemetery has a section dedicated
to that community’s long-established Jewish population. (The founder
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of Nogales, Arizona, was a Russian Jew named Jacob Isaacson, and
Jewish merchant families have always played a prominent role here as
in other border communities.) A large boulder cut through with the
Star of David stands at one corner of the grassy plot, and the individual
graves are marked with small, flush-to-the-ground slabs.

There is no formal Protestant section in the main cemetery, but
several monuments follow Protestant traditions of eschewing such
directly religious visual imagery as crosses and representations of God,
the Holy Family, or the saints. A greater number of engraved tomb-
stones are found here than in Sonora. On the other hand, the epitaphs
and funerary poems of the Anglo American nineteenth century are few
and far between. So are their contemporary counterparts, gravestones
engraved with pictures illustrating the occupation or hobbies of the
deceased. This is in contrast to other southern Arizona cemeteries,
where I have found stones bearing pictures of cowboys at work, bull-
dozers in operation, hunting scenes, and even a customized Harley-
Davidson motorcycle!™®

Among the few local examples of these mainstream Anglo Amer-
ican approaches to funerary monuments are the following. One stone
bears the inscription “KILLED WHILE TRANSPORTING CONTRABAND. IN
WHAT FOREIGN SKIES DO YOU NOW FLY AMIGO?” This is almost the only
reminder in this cemetery that the traditional, stereotypical violence of
the western borderlands is not only historically real but still part of life.
Another grave, whose Scandinavian-surnamed owner was a non-com-
missioned officer in the U.S. Army, features a realistic-looking pair of
free-standing, sculpted cowboy boots.

Wrought-iron crosses and fences are in great evidence in Nogales,
Arizona. Most are in the same baroque style as those of Nogales,
Sonora. An occasional piece, however, suggests that additional, more
modern models were and are available to customers and craftsmen in
Arizona.

The intensity and general flavor of All Souls’ Day as celebrated in
Nogales, Arizona, is different from the scene in Sonora. Professional
florists prepare and sell coronas of plastic flowers, just as the florists do
in Sonora. However, the colors seem more restrained in the shops on
the Arizona side of the line. (Artificial coronas of all kinds are taken
across the border in both directions.) Arizona families make coronas of
paper flowers as well as of such contemporary materials as styrofoam
egg cartons and plastic six-pack holders. Some grow their own mari-
golds for the occasion or decorate their graves with potted marigolds
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which they will later plant. The great profusion of cut blossoms on
some graves in Sonora is not duplicated on the Arizona side. Lacking,
too, is the commercial activity at the entrance to the cemetery that is so
striking at the Pante6n Nacional. In fact, activity of all kinds is decid-
edly muted in Arizona.

Moreover, in Nogales, Arizona, the Catholic Church played a
greater formal role in public observances than it seemed to in Sonora.
After dark on the evening of November 2, a procession marched from
the Sacred Heart Parish Church to the cemetery, several blocks away.
The procession consisted of about 35 people with candles, led by the
parish priest and three altar boys. They were joined in the cemetery by
many more people, and Mass was said to a congregation of well over
one hundred. This is a standard Catholic practice in many communi-
ties; it was revived in 1984 in Nogales, Arizona, after having been
allowed to die out a few years before.

Another public observance was under consideration for the next
year. Plans were being made to organize a procession of children, each
dressed as a favorite or patron saint. The children would go from house
to house, asking for donations of canned and preserved food for the
needy. This was considered to be a revival of an old custom, proposed
as an alternative to the totally secularized Trick-or-Treat Hallowe’en
activities of mainstream Anglo America.

Conclusion

So it is that the inevitability of death as a separator of family
members serves as the focus for a great deal of traditional creative
activity in the border community of Ambos Nogales. Family dead are
remembered through a partnership between patron and craftsperson,
each functioning as a bearer of tradition. Families create a social event
around the Catholic holiday of All Souls’ Day, honoring and remem-
bering their dead. Professional and amateur craftspeople create vast
quantities of artificial floral arrangements. Graves are cleaned and dec-
orated. And the result of all this activity is a series of scenes of striking
beauty which can be—and are—shared by a much wider community.

But as in the case of much folk art, the tangible, photographable
results, impressive though they may be to outsiders such as myself, are
really not what is of paramount importance here. That so much beauty
is created and available to all who come by is indeed exciting and
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should be given due notice. The objects and their creators deserve our
respect and understanding. But the visitor should keep in mind that
these arts would flourish if no outsiders ever came to the cemeteries of
Nogales. What I have been describing in the course of this essay is
really nothing more or less than a complex act of keeping faith. Keep-
ing faith with departed family members; keeping faith with the great
baroque impulses of the colonial period; keeping faith with that com-
plex amalgam of cultural traditions and ideas of both American and
European origin that is contemporary Mexico.

There is nothing antiquarian about these arts, these scenes. They
are constantly changing. In 1984, six-pack rings and egg cartons pro-
vided raw materials for some makers of artificial flowers. A few years
later, flowers were made of colored plastic shopping bags. Who knows
what contemporary objects will be recycled as floral offerings in the
year 2000? The superficial materials keep changing and will continue
to do so. But it is my hope that the vital impulse to celebrate family
continuity and to express a cultural heritage will persevere as it has for
so many years.

Appendix

The Grave Markers of Ambos
Nogales: Patterns and Variations

The four public cemeteries of Ambos Nogales contain thousands
of grave markers, many of which are complex assemblages involving a
number of elements. This is neither the time nor the place for a defini-
tive statement concerning them and the various art styles and time
periods they represent. However, the following impressions may serve
to indicate some of the patterns which impressed this viewer over the
course of several visits.

Crosses

Most crosses are of wood or metal, although some have been cast
from cement or mirmol. The wooden crosses are often formed of two
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sticks nailed together and are the simplest, least expensive form of
grave marker used. Metal crosses may be of pipe or wrought iron.
Most all are Latin crosses; that is to say the vertical member is longer
than the horizontal one. A sheet-metal nameplate is often attached to
the center of the cross. Common shapes for nameplates include
squares, rectangles, circles, lozenges, and stars. I have found a few six-
pointed stars on both sides of the border; they are probably simply
stars rather than Stars of David, as most do not have the correct orien-
tation for the Jewish symbol. The Sacred Heart of Jesus and other
heart forms also appear as name plates. A few older plates have pairs
of doves cut out of their upper edges. These frequently appear on chil-
dren’s graves.

The arms of the crosses often end in decorative finials. Wrought-
iron crosses usually have the ends of their arms worked into decorative
finial patterns. Flattened points are popular, as are ends where the iron
bar has been split into two or three points, with the outer points curled
back. Finally, decorative filigree metal work may appear on and
between the arms of the crosses. Although this work appears to have
the potential for an almost infinite variety of patterns, in reality a small
basic repertoire of shapes is used. These include straight bars, straight
spiral bars, C curves, and S curves.

Nichos

Nichos appear in a bewildering variety. The simplest are made of
concrete, probably by the family or friends of the deceased. They often
consist of arches with rear walls. Those made at the local marmolerias
may feature pointed arches or may be extremely angular in shape. Most
elaborate of all are the miniature church facades and the neoclassic
domes held up by rings of columns. These are frequently part of a
larger ensemble, with a slab over the grave, a nameplate, often in the
shape of a book (a motif, sometimes called in English “the Book of
Life,” that may have been borrowed from the Protestant world), and
perhaps component flower containers. With many of these more elab-
orate monuments, as with the large, forward-curving crosses which are
produced by the same marmolerias, we are moving away from folk
styles in the direction of a contemporary, nationwide, middle-class
fashion. Any nicho, no matter how elaborate or simple, may have a
wrought-iron grille or gate protecting the statue within.
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Curbs, Slabs, and Fences

Many graves are set off in some way from the ground about them
The earth is mounded over them, or they may be surrounded by a
cement curb, or covered by a slab. These slabs, or #dvedas, may be flat
or arched. It has been suggested that the béveda is a twentieth-century
development from a large, box-like mausoleum, which appears on
many of the graves from the end of the last century in Panteén Rosa-
rio.* One mausoleum in the Panteén Rosario is a box-like affair fully
two feet high. It has a vase at each corner and is incised on the sides
with Gothic-arched doors and windows, making it resemble a church
building.

There is frequently some permanent provision for placing cut
flowers; this may be in the form of vases built on the slab or holes
(often lined with tin cans) cut into it. A nameplate is often a feature of
the slab, sometimes in the form of an open book.

Many graves are surrounded by fences. With older graves, these
are quite often cast-iron fences which were made elsewhere and were
purchased through mail order. The wrought-iron fences provide yet
another setting for baroque, curved ironwork. Once again, a surprising
variety of patterns develop from a very few basic shapes.

Recycling

Visitors to Nogales’s cemeteries are constantly confronted with
ordinary materials which have been recycled into use as grave decora-
tions. Most commonly, a cross has been made of four pieces of
plumber’s pipe joined at the center with a four-way joint. One such
cross in the Pante6n Nacional has a name plate made from the lid of a
gallon paint can. Cross and lid have been painted silver. The finials of
many of these pipe crosses are themselves recycled objects. I have seen
doorknobs, oil cans, and the finials from curtain rods used for this pur-
pose. Ready-made screen doors often are provided with S curve strips
of thin metal as decorations along the horizontal center divider; these
are occasionally used to decorate metal cemetery crosses.

Finally, some ephemeral decorations placed on the graves may be
made of recycled materials. I have seen flowers with petals made of
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aluminum tabs from drink cans and with bottlecap centers. Wreaths of
artificial daisies made from plastic soda straws are sold at cemetery
entrances as the Day approaches. And I have also seen plastic six-pack
rings used for coronas. Among the most fascinating of these artificial
flowers are the several varieties which are reproduced by cutting up and
reassembling bits of molded styrofoam egg cartons.

Artificial Flowers

One professional paper-flower maker whom I interviewed takes
orders in September, starts to work about September 25, and is fin-
ished by October 15. In 1984 she made about 40 arrangements, both
coronas and ramas (branches). She makes flat, daisy-like flowers using
a metal stamp and forms other blossoms from tissue paper by means of
a number of techniques. The stems are sticks wrapped in green paper,
while the leaves are cut out of paper, painted green, and dipped in
melted wax after drying. A rama in 1984 cost slightly less than $5.00
US. Several different flower varieties were represented in each
arrangement.

This is not unusual; another craftswoman I visited told me that
she knew how to reproduce 16 different kinds of flowers, while a third
distinguishes five different stages of rose blooms alone! It took this
woman less than five minutes to go from a sheet of red paper to a fin-
ished, partly opened rose. This artist produces a greater volume of
coronas than does the first woman I mentioned, and sells to customers
as far away as California and Texas. Her prices are somewhat higher
than those quoted above.

Each florist shop that produces and sells plastic flower coronas
appears to have a readily identifiable style. These styles are partly
defined by color combinations and partly by the use of ribbon twists
(locally called picos, “beaks”) and bows which alternate with the artifi-
cial flowers. When I visited cemeteries on November 3, 1984, after a
week of visiting and photographing in florist shops, I had no trouble
identifying the individual sources of most plastic coronas I found there.
At least one of the larger florist shops also sells individual artificial
flowers, greenery, and styrofoam rings to those who wish to assemble
their own coronas.

Most of the florists I visited use styrofoam rings as bases for their
wreaths. One man who operates a temporary booth near the entrance
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El Capitan schoolhouse, dances at, 114,
118

El convento (convent, Tucson), 89

El Tiradito (“The Little Cast—away
One”), 70, 165, 167; changes for,
72, 80, 81, 176~77n9, 178n31; leg-
ends about, 68—69; as multiple—use
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location, 87; praying at, 71-72;
protection for, 70, 71; shrine to,
68-72; as victim intercessor, 78, 80

Esquipulas, 97, 180n11; pilgrimage to,
89

Estipites, 148, 149

Estrada, Ignacio Castaneda: pan de
muerto by, 25

Extremely Pious Three~Day Prayer to
the Lord of Poison, 103—4

Festival of American Folklife (Smithso-
nian Institution), 50

Festivals/fiestas, cascarones at, 65

Fiesta del Presidio, cascarones at, 65

Fiesta de San Agustin, cascarones at, 65

Fiesta de San Francisco, 35, 36-38, 40;
Anglos and, 8; O’odham at, 7-8

“Final de Dos Caballos, el,” recording,
140; text of, 136-38

Fisk, Buck: “Mormon Cowboy” and,
112-13

Flood Children, 99, 100, 101, 102

Florists, 32; coronas by, 21, 27

Flowers. See Artificial flowers

Folk art, 28-29; Mexican American,
154-55, 157, 159-60

Folklore, 165, 167—68; cultural values
and, 101

Folk-Lore Society of London, cascaro-
nes and, 57

Folkways, 113

Fontana, Bernard, 45

Frames, 38-39, 43, 52-54; exhibition of,
50; as folk art, 35; making/selling,
39, 41, 44; modern, 49-50; paint-
ing, 46, 48, 54; popularizing, 50;
social/cultural complexity of, 51

Franciscans (Order of Friars Minor), 36,
88, 95

Fred Harvey Company, 9

Frisby, Florencio, 127

Frisby, Pedro, 127, 135

Gadsden Purchase (1853), 2, 88
Gallegos, Josefina: Black Christ narra-
tive by, 91-92
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Gardiner, Gail 1., 111-12

Gastelum, Lou: cascarones by, 64

Giesy, Cathy: Black Christ narrative by,
92-93, 94, 101

Gil, Antonio, 78, 81

Glass paintings, 4849, 50, 166; color
from, 51

“Glittering Recuerdos—Glass Painting
Traditions from Magdalena,
Sonora” (exhibition), 50, 173n13

Globe Silver Belt, 115

“Gold Placer of Quijotoa, Ariz.,” 101

Gomez, Tita, 77

Goodwin, F. H.: Tiradito narrative and,
68

Graham, George: “Mormon Cowboy”
and, 116

Granger, Byrd Howell, 177n9

Grave markers: Anglo American
approaches to, 27; decorating, 15—
18, 23, 26, 28, 29, 31; as folk mon-
uments, 16; Mexican American,
154, 155, 157, 158, 159; tending,
12, 18, 21-22, 24; visiting, 19

Great Coatlicue, 163

Guerrero, Lalo: Tiradito and, 69

Hallowe’en, 28; cascarones for, 59

Hand, George: diary of, 174n4

“Handcart Song, The,” 120

Hayden, Julian, 181n27

Hernidndez, Mario: E/ Moro de Cumpas
(movie) and, 187n23

Hewitt, John N. Brinton, 182n31

“High Chin Bob,” 122, 185n33

Hill, Blanche Brittan, 117

Hill, “Teet,” 117

Hinterglasmaleri (reverse glass painting),
48-49

“Hit the Line Hard” (Rhodes), 185n31

Hohokam, 10

Holy Child of Atocha, 43, 157

Holy Child of Prague, statue of, 157

Holy Family, 74

Holyoak, Van, 168; “Mormon Cowboy”
and, 117-18

Index

Holy pictures, 35, 39, 41, 46, 53, 54;
contents of, 38; orientation of, 52

“Home Sweet Home,” 114

Horse races: betting on, 135-36; corri-
dos about, 126-27, 138-39, 141-
45, 165, 188n27; popularity of,
125. See also Match races

Horses: color/character of, 186-87n15;
famous, 125; symbolism of, 124-27

Hughes, Sam, 90

T'itoi (Elder Brother), 99
Immigration, culture and, 26, 165-66
Tmuris, Sonora, 88

Indio, el (horse), 138

Infante, Pedro, 127

Isaacson, Jacob, 27

“Jesse James,” 121

Jesuits, 10, 88, 95

Jiménez, José Alfredo, 186n12 -

Johnson, Elizabeth: cascarones by, 64

Johnson, Thomas: on thematic focus/
western songs, 121

Jokelore, bilingual/bicultural, 4-5

Juan Soldado: chapel by grave of, 76;
execution of, 7374, 75; legend of,
72-75, 87; postcard of, 76; prayers
to, 75, 81, 82, 83-84, 105; statue
of, 73; as victim intercessor, 78, 79,

80

“Kaguama Topillera, La,” 139

Kino, Eusebio Francisco, 10, 147; fiesta/
pilgrimage for, 7-8; at Imuris, 88;
Magdalena and, 36, 37

Knights of Columbus, 161; Tumacacori
Fiesta and, 162

Korn, Michael: on western folk narra-
tives, 119

Kubler, George, 152

La Panaderia Catedral (Cathedral Bak-
ery), pan de muerto from, 25

Laws, G. Malcolm: ballad classification
by, 183n6
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Leén, Anastacio, 54, 173n15; compos-
ite picture by, 43; Festival of Amer-
ican Folklife and, 50; framed
picture by, 42

Leén, Jests, 39, 40, 49; crosses by, 47;
frames by, 44, 46, 54

Leén family, Jesds: crosses by, 53

Leén, Martin, 54

Leonard, Irving, 164

Lincoln, Abraham, 48

Lions Clubs (Douglas and Agua Prieta),
horse races and, 130

“Little Joe the Wrangler,” 121

Llorenz, Juan Bautista, 148

Lopez Portillo, President: Yafiez and,
139

Lord of Poison. See El Sefior de Veneno

Los Alegres de Teran, “El Moro de
Cumpas” and, 139

Los Donnefios, “El Moro de Cumpas”
and, 139

Los Jilguerillos del Arroyo, 169n4

Los Rancheritos del Sur, 169n4

Lost Pony Tracks (Santee), on El Capitan
dances, 114

Low Rider Happening, 157

Low riders, 154, 157, 158, 159

Lukeville/Sonoyta, 2

McAninch, Frederick, 179n8

McGee, ]. W, 182n31

Magdalena de Kino, 74, 79; fiesta/pil-
grimage at, 2, 7-8, 35, 36, 44-45;
frame manufacture in, 49-50

Malverde, Jesds, 77, 81; prayers to, 84—
86; as victim intercessor, 78

Mano poderosa de Dios, la, (powerful
hand of God), 43

Manuel, Frances: cascarones by, 60

Magquiladoras (assembly plants), 14

“Marcha Zacatecas, La,” 161

Mariachi Conference, cascarones at, 65

Mariachis, 135, 162

Marigolds. See Zempasiichiles

Marmolerias, 16-17, 18, 22, 30

Martinez, Feliciana: cascarones by, 60
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Martinez, Gilberto, 130

Matachinis, 162

Match races (parejeras), 124-27; cheat-
ing in, 125-26, 128; corridos about,
126, 140; negotiating, 125; verbal
expressions concerning, 141. See
also Horse races

Mausoleums, 17, 31

Mayes, Lyn, 116, 119

Mayo Indians, Fiesta de San Francisco
and, 37

Memorial parks, 17. See also Cemeteries

“Merino Mentado, El,” 126

Mesilla Combed Paint Artist, 47; tin/
glass crosses by, 48

Mestizos, 10

Mexican Americans, 1; culture of, 8

Mexican baroque style, 149, 154, 159;
characteristics of, 151-52

Mexican food, 8, 9

Mission revival, 160

Mission Road proposal, El Tiradito and,
71

Mission San Xavier del Bac. See San
Xavier del Bac

“Mojado Mafioso, El,” 139; recording,
140

Mondragén, Prisciliano, 169n4

Montafio, Rafael, 187n24

Montoya, Angela: on cascarones, 175—
76n17, 176n18; cascarones by, 59,
62

Morales, Juan Castillo. See Juan Soldado

Morales, Richard, 73

Moreno, Alvaro, 49; frames by, 41, 44,
holy pictures and, 54; Magdalena
and, 53

Moreno family, cascarones by, 60

Mormon community, songs of, 120

“Mormon Cowboy, The,” 10, 123, 166,
184n14; as folksong, 120-21; inves-
tigating, 117-18; performing, 110;
recording, 111, 112; social concerns
and, 122; story line of, 112; variants
of, 114, 115-16, 117-20; verses of,
110-11
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Moro, el, 129, 131, 138; popularity of,
130; race with Relampago, 127-28,
140

“Moro de Cumpas, E1,” 126-27;
changes for, 135; performing, 167;
popularity of, 123, 13435, 139-40;
recording, 139-40; text of, 133-34

Moro de Cumpas, El (movie), 129,
187n23

Moroyoqui, Gloria: cascarones by, 63

Motion, 157, 159

Muench, Joyce Rockwood: Children’s
Shrine and, 99, 100; letter from,
181n27

Museo Nacional de Antropologia e His-
toria, 163

Museo Nacional del Virreinato, 149

Naco/Naco, 2; volleyball games near, 3

Nameplates, 16, 31; common shapes for,
30

Nano, el. See Yafiez Romo, Leonardo

Negri, Sam, 179-80n11

Neighborhood Youth Administration,
71

Neobaroque, 160, 162-63

New Spain: baroque architecture in, 149,
151-54; connections to, 162-63

Nichos (niches), 71, 153, 154, 157, 159,
177n12; decoration of, 16—-17, 155;
variety of, 30

“Nigger Tuck” (“Old Kentuck”), 116

Nogales, Arizona, 2, 14-33; growth of,
14

Nogales, Sonora, 2, 14-33; immigrants
to, 14

Nogales Cemetery, 15; Jewish section of,
26-27

“None can Preach the Gospel as the
Mormons Do,” 120

Nortefio Festival, cascarones at, 65

Norterio groups, 135

O’odham. See Tohono O’odham;
Akimel O’odham

Objects Illustrating the Folklore of Mexico
(Starr), 57

Index

Obregén, Alvaro, 187n24

O’Bryant, Joan: “Mormon Cowboy”
and, 112-13, 118-20

Ofrenda (altar to the dead), 25-26

“Old Chisolm Trail, The,” 185n31

“Old Kentuck” (“Nigger Tuck”), 116

Old Spanish Days Fiesta, cascarones at,
61

Oliveros, Juan: Tiradito narrative and,
68

Olvera, Jorge, 97

Omnipresencia de Dios, la, (omniprcscncc
of God), 41

Oracién a la Anima Sola de Juan Soldado
(Prayer to the Solitary Soul of Juan
Soldado), 81, 83-84

Oracidn a la Milagrosa Imagen del Sesior de
Veneno (Prayer to the Miraculous
Image of the Lord of Poison), 105—
7

Order of Friars Minor. See Franciscans

Our Lady of Balbanera, 46

Our Lady of Guadalupe, 41, 49, 54, 155,
159, 162; images of, 42, 80

Our Lady of the Immaculate Concep-
tion, 150

Our Lord of Esquipulas. See Sefior de
Esquipulas

Page, Donald W, 90

Pajareros (birdcatchers), 35, 50, 51;
social niche of, 39, 41

PAN. See Partido de Accioén National

Pan de muerto (dead man’s bread), 25-26

Panteén Héroes, 15

Pantedn Jardin No. 1, 74

Panteén los Cipreses, 15

Panteén Nacional, 15, 22, 23, 25, 26, 31,
77; commercial activity at, 28;
entrance to, 20

Panteén Rosario, 15, 31, 77

Papago Indians. See Tohono O’'odham

Papel de china (Chinese paper), 20, 59,
174n8

Papel de seda (silk paper), 20

Paper—flower arrangements, 19-21, 45,
46. See also Artificial flowers

Parejeras. See Match races
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Partido de Accién National (PAN), 139

Pascua Yaqui Reservation: Easter cere-
monies at, 71; wedding at, 160-62

Pesqueira, Ignacio, 88-89

Piadoso Triduo al Sedior del Veneno
(Extremely Pious Three—Day Prayer
to the Lord of Poison), 1034

Pierce, Francine: Black Christ narrative
by, 93-94, 95

Pima. See Akimel O’odham; Tohono
O’odham

Pima Community College, 93

Pima County Courthouse, 71

Pima County Fairgrounds, low rider dis-
play at, 154, 157

Pinedo, Emilio, 130

Pomar, Teresa: on frames, 46

Ports of entry, listed, 2

Posada, José Guadalupe: calaveras by, 19

Potrero Trading Post, reverse glass
paintings at, 48—49

Prayer to the Miraculous Image of the
Lord of Poison, 105-7

Prayer to the Solitary Soul of Juan Sol-
dado, 81, 83-84

Pre—mass procession, 161-62

“Prisoner’s Song, The,” 110

Progressive Arizona, El Tiradito and, 72

Quechans (Yuma), 1
Quiroga, Ernesto: cascarones by, 60-61,
62, 65, 66

Rarmas (branches), cost of, 32

Ramirez, Trini, 128, 130, 138

Recycling, 31-32

Reldmpago, 129, 130, 138, 166; popu-
larity of, 131; race with el Moro,
127-28, 140

Religious processions, 16162

Retablos (altarpieces), 149, 150, 152, 159

Reverse glass painting. See Hinterglas-
maleri

Reyna, José R.: jokes and, 169-70n8

Rhodes, Eugene Manlove, 185n31

River People. See Akimel O’odham

Rodriguez, Silvestre, 131
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Romero, Rafael, Jr., 127, 128, 129, 130,
131

Romero, Rafael, Sr.,, 131

Ruiz, Olga, 39, 42, 49

Russell, Frank, 182n31

Sacred Heart of Jesus, 41, 49, 73, 74,
155, 159

Sacred Heart Parish Church, All Souls’
Day and, 28

Saint Anthony, statue of, 155, 157

Saint Augustine’s Cathedral, 71

Saint Francis, 79, 166; festival for, 7-8,
35, 36; image of, 165; power of, 37;
statue of, 38, 74, 180n11

Saint Francis of Assisi, 36

Saint Francis Xavier, 150, 188n2; statue
of, 36, 37, 41, 43, 4445, 46, 73,
90, 153

Sainthood, 78, 79

Saint James the Greater, 136, 139, 152

Saint James the Moor—killer, 152

Saint Joseph, 41, 88

Saint Maria Goretti, as victim interces-
sor, 78~79

Saint Martin of Porres (San Martin de
Porres), 73, 154, 177n15; death of,
178n27; statue of, 155, 157

Saint Martin of Tours, story about, 79

Saint Theresa, images of, 80

Saint Veronica’s Veil, 163

Salado, 10

Salamédnicas (twisted columns), 159

Salpointe, Bishop: Tiradito narrative
and, 68

Salsa, marketing, 9

“Sam Bass,” 121

San Felipe de los Alzates, 163

San Francisco Xavier (Museo Nacional
del Virreinato), 149

San Ignacio, Sonora, 91

San José de fmuris, church of, 90

San Luis Rio Colorado, Sonora, 2

San Pedro de Aconchi, Black Christ at,
95-96

Santa Cruz, Atanacia, 90

Santa Cruz Parish Church (Tucson), 102
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Santa Fe Railroad, 9

Santa Prisca y San Sebastian, 149

Santee, Ross: on El Capitan dances, 114;
“Mormon Cowboy” and, 115

Santiago de Compostela (Saint James
the Greater), 136, 139, 152

Santiago Matamoros (Saint James the
Moorkiller), 152

Santiago y Nuestra Sefiora del Pilar de
Cocéspera (church), 94

Santo Nifio de Atocha, 89, 179n7

Santuario de Chimayd, healing powers at,
89

San Xavier del Bac, 11, 16, 37, 74, 146,
147, 148-49, 165, 188n2; baroque
style of, 149, 154, 157; at Christ-
mas, 153-54; facade of, 152; inte-
rior of, 152-54; painted doors of,
153; retablos in, 150, 152, 159

San Xavier Fiesta, cascarones at, 65

San Ysidro, 91

Sasabe/Sasabe, 2

Seiior de Esquipulas, el, 92, 98, 166;
crucifix of, 90; statue of, 89-90

Sefior de Veneno, el (ILord of Poison),
91-92, 97; additional texts of, 102—
4; prayers to, 96, 102, 103-4, 104-
7; statue of, 96

Seri Indians, ironwood carvings by, 51

Severus, Sulpicius: St. Martin story and,
79

Shrines, 68-72, 78, 177n12; examining,
67; roadside, 46; yard, 154, 156,
157

“Sierry Petes (or Tying Knots in the
Devil’s Tail), The,” 111-12, 183n6;
recordings of, 183n7

“Siete Leguas, El,” 186n6

Silk paper. See Papel de seda

Silvas, Francisco: Festival of American
Folklife and, 50

Simon, Bill, 111

Socio—religious events, 160-62

Sonora: internal borders in, 1-2;

Q’odham in, 2

Index

Sprague, Carl T., 114, 115; “Mormon
Cowboy” and, 110-11, 113, 116~
19, 121

Starr, Frederick: cascarones and, 57, 58

“Streets of Laredo, The,” 112

Sunset magazine, on cascarones, 64

Techitos (roofs), 17, 18

Terrys Guide to Mexico, 97

Tinsel painting, 48

Tin work, 48

Tio Juan (horse), 138

“Tio Juan, El,” recording, 140

Tissue paper. See Papel de china

Todos los Corridos de 1991, 169n4

Toelken, Barre: “Mormon Cowboy” and,
112-13, 118-20

Tohono O’odham (Desert People,
Papago Indians), 1, 3, 11, 100; arti-
ficial flowers and, 49; cascarones by,
60; Catholicism and, 44; culture of,
8; Fiesta de San Francisco and, 37;
frames/crosses/boxes by, 51; frames
for, 44, 46, 50

Tohono O’odham Nation (Papago
Indian Reservation), 3, 7, 11, 148;
chapel altar at, 45; Children’s
Shrine on, 98

Toral, Leén, 187n24

Traditions, changes in, 165-67

“Trail to Mexico, The,” 112

Trincheras, 10

Trovadores Tapatios, 187n24

True Prayer of the Soul of Malverde, 84—
86

Tucson City Council, Tiradito narrative
and, 68, 71

Tucson Convention Center, 70

Tucson Department of Parks and Recre-
ation, 72

Tucson Festival, cascarones at, 65

Tucson Meet Yourself, 50; cascarones at,
65; Yariez at, 140

“Tunel de Agua Prieta, EL,” 139, 169n4;
ballads about, 3
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Tumacacori Fiesta, 161; cascarones at,
65

“Tying Knots in the Devil’s Tail.” See
“Sierry Petes, The”

Urias, Alberto, 169n4

Urquijo, Angel, 131

Valenzuela, Chindo, 128, 135

Valenzuela, Felipe de Jesis, 50, 173n15

Valenzuela, Gilberto: “El Moro de
Cumpas” and, 139-40

Velderrain, Juan Bautista, 148

Verdadera Oracion del Anima de Malverde,
la, (True Prayer of the Soul of Mal-
verde), 84—86

Victim intercessors, 67, 78-79, 80

Villa, Pancho, 139, 186n6

Vineyard, Jack, 116

Virgin, 74, 155; images of, 80; statue of,
96

Virgin of Atocha, 179n7

Virgin of Guadalupe, statue of, 71

Volto Santo of Lucca, 98

“Way Up High in the Mokiones,”
185n33

Weddings: masses for, 160-61; Mexican,
160; Yaqui, 16061

Wheeland, Jan: cascarones by, 64

“When the Work’s All Done this Fall,”
121
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Williams, Hank, 186n12

Wills, Clarence: “Mormon Cowboy”
and, 116

Wills, Hugh: “Mormon Cowboy” and,
116

Wishing Shrine. See El Tiradito

Wolfe, Coyote, 117; “Mormon Cowboy”
and, 114, 115, 116

Woodman, Ruth C., 100

Wreaths: making, 19-20; ordering, 21

Wrought iron, 18, 21-22, 27, 30, 31,
159, painting, 33

Yaiiez Romo, Leonardo, “el Nano,” 132,
187nn19, 20; ballads by, 10-11;
corridos by, 127, 128, 131, 133-39,
141-45, 166; on match races, 125;
recordings of, 139-40

Yafiez Vargas, Leonardo, 139

Yaquis, 1, 2; artificial flowers and, 49; cas-
carones by, 60-61; ceremonialism of,
169n2; culture of, 8; Fiesta de San
Francisco and, 37; frames for, 41, 46

Young, Bill: “Mormon Cowboy” and,
116

Young, Brigham, 116

Yuma. See Quechans

“Zebra Dun, The,” 122
Zempasiichiles (yellow marigolds), 21, 23,
24; decorating with, 27-28



