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ENGENDERING NEW WORLDS: ALLEGORIES OF RAPE
AND RECONCILIATION

ORIANA BADDELEY

The need to discuss the nature of the Latin
american context, to deal with the disjunctions
and incongruities of & post-colonial culture has
pacome one of the most readily recognisable
sharactaristics of 20th-century art from Latin
america. Complex metaphors and symbolic
anguages nave developed to define the inter-
dependency of European and Latin American
culteres, 1o offer some sart of explanation for the
hybrid nature of Latin America. Within this
category of cultural production, traditions of
allegory have formed an impaortant element.
Allegory as & discursive madium is part of the
heritage of Catholic evangelisation but also
remaing par of the wvisual vocabulary of many
cantemgorany practitioners. |n some ways the
Menaistance appropriation of the classical past,
from which many of our uses of allegory de-
scand, was lsall a modal ol cultural ‘inlerac-
lion'. A% a model, il alsa puls an inlaresting
gloss on tha detinitions ol originality and repli-
cation o frégquently of interéat ta artists working
outside of the defined mainstraam. Re-using
and re-ardering the visual languages of a
distant culture to the needs of a differant time
and place cannot he seen as specific to Latin
Armarica but rather as symptomatic of an aware-
ness of culiural multiplicity,

1992-1492

In the wake of 1902°s quincentennial of the
ancounter’, attention has been focused ancw
an the point of cortact between Eurcpe and
what Ewopeans called the 'Mew World. To
many artists, such as Maria Sagradini, the event
sarved 1o highlight the continuing contradic

tions and inequaiity of this relationship. How

awver, from whichever of the numercus complex
and often confiicling perspectives adopted
towaras this istoncal moment, ! the guncenlerial
was a reminder of the essentally hybrid nature
of Latin &merican culture.

Melther indigerncus, nor Eurcgean, Latin Ameri-
can cullure has been balanced belween a
sense of belonging and of exclusion since tha
encountar’. Tha visualising ol this linely paised
ralationship has traditionally encompassad tha
racagnition of both conflict and power, a bpping
of the scales in the directicn of one ideclogical
camp or the other, The ari of the region's diverse
constituencies determined that whichever visual

language wae adoptad it would carry & sat of
meanings beyond that of the artisis’ personal
aesthetic. From the very first moments of con-
tact between the two worlds, the power of visual
languages 1o speak to the continent’s different
canstituent culiures — the Spanish, the indig
enous and the ever increasing 'mestizo’ — was
acknowledged, Al the same time, the differing
traditions of representation ang symbolizm re-
mained recognisably culturally specific. In the
peried after the Mexican Rewolution, a highly
rhetorical stand was taken to the notion of
interdependency, as artists such as the mural-
ists attempied to construct what they saw as a
new, assertively anti-colonial art form.2 For
miany contemparary artists, noweavear, the nolion
of bath eanllict and afliliation goas deaper than
lhe righils and wrongs of colonialism.

The Rape of America

Traditionally, the encountar is discussed in
ozlansibly sexual terms. The eroficisad Indian
nuds graeting the arrival of the Spanish con-
queros withequanimiy, represents a long standing
fradition of allegorical renderings of the colonial
enterprige in the Americas, In a work such as
Jan van de Straet's engraving from 1600 of
Vespucol Discavering Amerlca, the raked fer
file America s quite literally discovered by the
explorer Vespuccl; the clothed, civilised Euro-
paan, Vespuccl, bringing technology and knawl-
adge to the availasle, deslrable but primitive
Americas.

This fantazy of colonial relations, inlersecting
as It does with iragditional gender roles = Woman/
passive v Manfactive, Woman/Mature v Man/
Technology - hag funclioned as a powarful
metaphor within Latin American culture. In one
form ar other this gendering of the ‘Encounter’
apoears in many different Latin American cor-
iexis as an explanation of the hybrid nature of
the post-colomial culture; the indian mother
taken by lorce oy the European father, giving
birth 1o the tillagitimate’, mixed race, 'mestizo’,
cultura of Latin Amernca.

The most famous version of this allegory af
cultural ariging is that of the Spanish conqueror
Hérnan Cortes and his Indian interpreterfmis-
tress, Malinche. From the t6th century on, the
realives of Mexican calonial culture could be
visualisead via this relationship. Tne problematic
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figure of Malinche, half coliaborator, half wictim,
manifests the ambivalent iner-relationship of
the conguared to the congueror. In Antonio
Ruiz's intricate, small painting, The Cream af
Malinche(1939), Malinche's sleeping body meta-
marphoses into a micracosm of colonial Mexico
Traditionally, she i both pitied and despised
buk nonatheless she embadies the teritories of
the colonisad. She forms part ol the complex
amatgam of allegorical Indian woman referred
to by Ootavio Paz in his seminal discussion of
the Mexican psyche The Labyrinth of Solitude
{19501, In this work Paz links tha figure aof
balinche 1o that of tha 'chingada’, a rapad and
beaten mother of popular slang, and discussas
the cultural ramifications of the collectve mather!
victimfnation image

It is this allegory of injured 'motharland” that is
frequently referred to in the work of Frida Kahla,
whao elides the notion of personal injury with that
af the collactive trauma of colonisation * In The
Two Fridas (1939}, Kahlo depicts hersalf as the
allegorical booy of Mexico, lterally split inte
two, yet Interdependent: the injured infertile
colonial body gaining strength from that of the
stromg fertile Indian woman, Thig Indian woman
i5 nat the compromised and despised 'mothar’
Malinche, but Kahla's iconic image of the invio-
late spiril of the Amarlcas, the Tehuana ®

In the parica after the Maxican Revolution, the
Tahuana camea o reprasant an assartively post
colonial culture, the ferlile un-bowed body,
cloger in spirit fo tha "Amazons' ol 16th-Cantury
travellers’ tales, She axistad in direcl opposition
te the image of the brulalised Indian woman,
rapad by the Eurcpean colonisers. She repra-
sented a pride in the indigenous past and a
denial of cultural depandancy. This glarification
of the ‘'un-raped’ Indian woman emarged simul-
tanaously to the appropriation of the visua
languages of popular artinte the conslruction of
an oppesitional cultura to that of the Euracantric
high art tradition.

In Diego Rivera's Dream of a Sunday Aftar-
naon in the Alameda Park, the artist produced a
waork which constituted a parsanal manilasta lar
a new art.®* Rivera paints himsell as a child {ihe
an of the revolutionary future) nursed by the
Tehuana [Kahlo) but parented by the ‘popular
{in the form of the printer José Guadelupe
Posada and his most famous creation, the
skeletal lady ‘La Catering'). Thig allegorical
‘Family’ 1s used 19 lay claim 10 a set of culiural
values that conformed to Rivera's anti-colonialist
aspirations, Past conficls epliomissd by the
skeletal yet living figure of the Caterina, are seen
as angendaring a new, mere poaitive fulure

Contemporary Mex:can arlisls appear hignly
conscious of tha wark of their pradecessors and
the use af allegory ramains an important oo,
oul the mood has radically changed. Rivera’s

use of the pogular and the indigenous io
represenl the dynamics of national identily is
savagely inverted in Julio Galan's Tehuang
{1980}, Hera the familiar costuma of tha Tehuang
becomes an emply, bitler reminder a! tha
holtowness of nationalist rhetoric. The blank
gap for the face beckons like & fairground
painting, waiting to be filled by any passing
visitor, still a reference to the popular, but
evoking a mare random, less controllable forca.
Galan's is a world whare ‘authentic identity’ has
pecome something 10 buy at & souvenir shop.
This is not so much a fransformation of tha
allegorical body of the Tehuana, as & knowing
rejection of the traditions of viswalising the 'Latin
Amarican’ ientity, In this play upon the tradi-
tions of asserling a ‘pures igentity, Galan al-
tempts ta escape the endlessly polar sed posi-
lions ol the genderad allegories of eultural
niaraction.

In a similarly bleak veln, Enrique Chagoya's
LA-K-LA-K (1987, lakes Posada's 'La Calerina
and unites har with a skalatal Mickey Mousa ina
parody ol Rivera’s Alamada . . sall-poitrail.
The 'mothaer” culture claimed by Rivara has the
bleak emptiness of Galan's Tehuana, tha ‘naw
art of the revaiution’, the sterility of Disrey. Hare
again we are forced (o recognise the mass
marketing ol the notion of authenticity, the
impossbility of the ‘pure’ invielate culture

The battle seems no longer to be the simpler
rejection of colonial culture espoused by the
gereration of Diego Rivera and the proponents
of nationalist cultures within Latin America, The
stark blacks and whites of Rivera’s more jingois-
tic "good indians /bad Spaniards’ have blurred
te grey. Ta putl it simply, the definition of what is
impased and what i inharited in cultural terms
has shilted. Colanializm is not denied but clearly
defined criteria of cultural identity are replaced
by & saries of guestions.

Guilt and Reconciliation

Tha 'encounler/Rapalconguest’ and its ensuing
progeany, 5o olten atheme within Latin Amsrican
art, remaing more than just a reference 1o a
distant i crucial momant in history; it alsa
becomes an allegorical rewaorking of the prob-
lamatic position of tha Latin American arlisl 1o
the visual languages ol a Eurecantric "high art’
tradition.

This tradilion ol the ‘great artigl’ as the
gignitier of civilisation has itseft been a focus of
attention during tha 1980s, an intringic part of
the selfconsciows games of post-madarnism
However, in the work of Latin American artists,
such as Albarto Gironella or Alejandre Colungsa,
these references are given an added meaning

The roots of Latin Amerca's cofonal past
grow from the same sl as Spain’s '‘aolden age
of painting'; for every Columibus, Coneas and




pisSars there was also Tit.isl.n_ El GrE::n and
yalazquez.” AS represeniative of S;:lam;h cul-
wre at ene of the most dramatic points in
colonial history, the work of theze 'Great Mas-
arg’ takes on an addad political dimanson
wilhin & Latin American conlaxl.

In Colunga's The Marriage of Chamuco & La
{Jorona, the deliberately "El Grecossque’ styls
of the artist's earlier work is present if subduad,
while the theme is again that of hybrid identity.
As with Chagoya, this work paredies the claims
of the earlier generation and denies tha notion of
a transcandent culture emerging from the ashes
of colonialism. Instead we are shown a 'family’
of the insane and the vicious, Chamuca, the
carlstian devll Imported by the Spaniards; and
La Liorana, the "Weeping Woman', a figure
descended from an Aztec death goddess whose
annual lestival represents the trauma of con-
qust. This is nol just the Injured Chingada but
an aliogathaer more dangeraus and wnoontraila-
hie 'mother’ figure, who Is said to roam the
giresis at night stealing children to revenge the
loas of ber own murgered offspring, Colunga's
dark allagory points 1o the shared heritage of
horror, & sort af "a curse on all your houses’
There iz no haroic victim, just a legacy of pain
and crualkty.

The assigning of blame is alsg delibaralaly
avoided by Alberto Gircnalla. His numerous
rewnrkings of Velazguez's Quesn Mariana dis-
sect and reconstitute the body of this calonial
queen, transforming aggressor inta victim ® In
Queen of Yokeas, the ghost of the Velazquez
partrait fights with the vitality of the collage af
popular references, as if trapped forever within
the wrong painting. In inverting the traditions of
the male/Spanish/coloniser allegory, Gironella
also humanises the notion of power, focusing on
mare subtle notions of freedom and oppression
The Spanish Cueen becomes as much & victim
af kier birth and her particular historical moment
as Malincha

White in Mexico the point of contact between
thie ‘old world' and the ‘'new’, and the metaphori-
cal debate surrounding that moment has a
continuing ratevance, it iz obvious that the
condiliong af the present have changed. Within
ather paris of Latln America the ralationship to
the histary of colonialism has not always been
#0 vociferous and yet this move towards a less
polarisad posilion i s agually evidant.

In &8 wark such as £ Compromise (1982) by
the Uruguayan painter José Gamarra, the sceng
is setin a faniasy cosstiine jungle somewhers in
Latin America, The style ol the painting is
deliberately 'old master’ with anly its scale
alerting the obeserver toits ‘madarnity’. Inthis far
away un-reachable place the reprasentatives of
indigenous and colonial world views are lockad
in vialent conflict. The priest cuts the throat of

the feathered serpant while the native child
stares wnconcernad at a pet parrot, As an
audience we are not asked to judge or take
gides, we merely observe the progress of his-
tory. We cannat judge events taking place in a
world created by writers and axpiorers, this lush
jungle painted Rousseau-like by Gamarra from
his studio In Parls.? For Gamarra, the past is
indeed anather country, a place where injury
and cruelly co-exist with hope and innocence.
His Latin Amarica is an Eden-like paradise on
tha paint of corruption; the conguest a sort of
tall of man’. Yet the ewvent is inrevilable and
ottered in explanation of the chaos and hurl of
tha prasant timeas, a distanl slarting point. This
point is made not jusl by tha subjecl mattar but
by the manipulation af the traditions of repra-
senting the unknown. Garmarra's oitler swaset
iopias ewoke the Latin Amearica of European
fantasy, it is 8 place withaut tangible exislence
vet is spmebow tamiliar.

This same zensa of familiarity pervadas the
wiork of the Argantina Miguel D'Arienzo. Inhis La
Conguista {1902}, the violenca af the "encoun-
ter' Ia only passingly referrad to in the figure of
the Indlan child aiming his bow at the distracted
conquistadar, Even thig reference is ambiva-
lent: s this an attack or are we ohserving the
antics of some Indigencus Cupid, whose magic
arrow will turr the heart of the homesick Span-
iard lowards the Indian woman who gazes 50
salamnly at the spactator? 'Ses what 15 about 10
happarn', sha saamse 1o 2oy as we are confronted
with the amoral inevitability of history, D'Arlenzo's
wark is not, however, aboul Latin America’s
colonial past in any direcl sansa. Even more
astrongly than in Gamarra's work we are asked
not to assign blame. The Spaniard arrives
almoet like Ulysses on tha island ot Circe, he is
about 1o forgst his past to lose himsall in his
‘new workd', In this sense D' Arianzo's wark is all
about memory and loss, his characters as thay
move from painting to painting {and many of his
wirks pick up on the eame charaglars), ack oul
semi-forgotten moments in a past they no langer
recall, Did they oncea baleng Lo Titian or Goya?
‘Was that gasture once played out In a painting
by Welazquez or Tinloratta? Like & company of
provincial playars performing The Tempes! in
the FParmpas, they act out a narrative, the
meaning of which they have forgotten, whils the
lings and parts remain and are reconstituled
inte & new sel of meanings. For D'Arienzo this
seems to be the crux of tha matter — that within
replication there is also a re-ardering. a ra-
constituting of meaning which makes the alien,
familiar; the distant, close.

The allegarical nature of DoAfenzo’s work s
made even more evident in his Rape of Amarica
aeling as it does as & concepiugl countarpiace
to the more traditienal 'Rape of Eurapa’ theme,
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the classical gxplanation of . the arigins of
Je linked the notians of histary. myth and
Luality Inte a.complexallegory. In DArienzo's
anling the pawsr refations of the original are
1. The transgrassive lustiul figure of the
jl:IIEQd Zeus, the bull, is still the central [oous
of the allegory. Here, howawear, e bacomas not
just the godly antaganist but the Spanish pres-
orpe. D'Arienzo's bull seems mare tragic than
- America a femptress not 8

m. The sceng evokes the spirt of the
|-rign1 {a spart impoeried with enthusiasm by
iv Spaniards to theit cofonias) rather than that
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If the languages of allegary have formed an
Impartant part of the dialogue batwean the "old
warld’ and the ‘'new ., Ihey have also served 1o
krighlight the culturally specific meanings of tha
pawar ralations within the traditiona of meta-
phar, Ina time of changing valuations of iden-
fity. both sexual and ethnla, tha shifting focus of
hese contemporary Lalin Ama r artists rep
resenis a complex and sensitiva respanse 10 a
wotld al changa and uncartainty.

ang rage

The bull agppears

dying a victim of s

el A wol 14001, 1841

& The besl way b gaan an insighi inio Ry

Al

gra'smethode mnd

assihedic asgumenia s mroagh Fis o

sedacied ligl of hig ciag 8 includedin he

the e 1 Disgga Fiveda: A Ralaaanes

Insbqute ol & =ile]

?  This

= made wary clear by Walkarie Frages in

=

‘Burrealming tha Sarogqua: Mexicd's Spamieh Haritage

and the Work of Alberta Gironesa', Qutend ArrJo

14, no 1, 1891
B Iwould like to thack Elizabetia Andreaoli for alloeieg me 1o

o6 har mtgresling account af Gronslla in the ungubs-

lishied disrartation O ai Anlfvapophagy i e ik of

Almg Cesaire and Adbarra {31 Uriivessity Collape,

Londen, 19935

9 The

naime 15 discussad 4 r oy Valesle Frossr o e

articis ' Graanar Modernism’, see Issue, ppa2-g1.

R SITE

ROM ABDY
za, Thi

Conguest,
n; Migua!

DArianzo, The Aape of Amarica

223, Duvy

KT
Cabafas

ni 533

lery, Lo

VE: Chamuco and La

ana: LEFT: Josa Clemenin
La Conguista, 1938-34
ra, Jalisco, Hospicio

17




	1
	2
	3
	4
	5
	6
	7
	8

