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INTRODUCTION

The layout of this book has largely been structuaesund geopolitical
boundaries, although the chapters which engagetljiraiith conflicted
identities on the internet and in cyberspace ajrepcery the sufficiency
of these categories for a taxonomy of the fractyrestmodern subject in
the Spanish speaking world. To some extent allctiapters collected in
the volume question the stability of identity amndbject positions, not least
with regard to the taxonomies of the nation stit@m. example, the Ana
Mendieta read by Dolores Alcaide Ramirez in hemptdraon the artist’'s
silhouettes and on Nancy Morején’s poetry is a riggdisputed by two
polarised political geographies and was someone edud notfeel at
home in lowa and who could nbée at home in Cuba. The Cuban children
Jill Ingham turns her attention to in her studyre€ent cinema are torn
between their visceral attachment to the earth bitiwthey are growing
up and their parents’ imaginary flights to otheor&s. In the images of
Ana Belén used on the singer’s albums from theii@@sansitional Spain,
Esther Pérez-Villalba finds a moment in time whanmeewly aestheticised
femininity vied for prominence as the legitimatepmssion of counter-
cultural radicalism with a hippie look and dresgl€oAntonio Sanchez
turns his attention to films from Spain which relvélae more recent
correlations between fractured and rebuilt urbash mmal landscapes and
displaced subijectivities. Nasheli Jiménez del Valsdy of representa-
tions of the fractured body in Mexico suggests @ica somatisation of
societal and political disintegration. Elsewhereacfure can be the
harbinger of something beneficial, as in the aliéxme publishing industry
in Argentina studied by Soledad Pereyra. Here weaseew art form, the
handcrafted and decorated book, emerging from taakdown following
the economic crisis in the late 90s. Similarlyhigr chapter on street art
and graffiti Gudrun Rath identifies the role of apgntly fragmentary and
anonymous protest art in articulating post-dictatocivil societies in
Chile and Argentina.

A collection of essays on fragmentary and fractudshtities will of
necessity challenge attempts to coral the subjesiteminto a neatly
cohesive unity. Having said that, there are coeststhemes running
through the chapters and, as well as briefly suriwimgy the content of
each contribution, this introduction also suggester routes through the
chapters besides those determined by chronologgeogolitics. What all
the chapters share is a focus on some aspect udl\isltures from the
Spanish speaking world and together they addrésgs fshotography,
cover art, body art, television, architecture, ekgls, biography, murals,
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posters, graffiti, and digital photo-montage. Asearsemble, the chapters
give us a view of a world seen in Spanish, a wddfined from the inside
out where shared aspects of fragmentary and soetinolatile
subjectivities conjoin through an intermittentlynemon perspective the
shards of a whole no longer held together by empiteology, or the
nation state. From Don Quixote to Daddy Yankee, faooh Catalonia to
Colombia, the chapters present subjects who saeemeen in (or against,
or in addition to) Spanish and whose identities laging forged or being
taken apart through a dialogue with visual cultures

PuBLIC ART AND GRAFFITI

In her chapter on street art and graffiti, GudruattRtraces the fusion of
sloganeering and urban tags from Paris and New Yae&kMexico City
and Los Angeles, to Buenos Aires and Santiago dé&e:Cilong this
pathway, graffiti assumed peculiarly Latin Americigioms as it spread
across big cities and fragmented into a diversitgtgles and techniques”
(232). Looking closely at the Siluetazo urban aot@sts in Argentina, and
the “NO +” campaign in Chile (both 1983) as well as the street
installations of the Grupo de Arte Callejero, Ratiggests that from a
form of anonymous protest and tribalism, graffimdaits street art
offshoots have mutated in Latin America to an espien of dialogical
and interactive political art which “no longer sesvto delimit territories,
as in the case of hip hop graffiti, but highlightsd claims the visibility of
the political past in urban spaces” (239).

Soledad Pereyra’s focus is on publishing in Argentiuring and after
the economic crisis of 1999-2002. Her study of thmergence of
alternative publishing houses which used matesalgaged by cardboard
pickers to produce affordable books illustrates aerlap between a
modified labour practice and public art. In thedtayard publishing house
model, book production becomes a collaborative ggscand the same
providers of the found materials are involved ie thanufacture of unique
hand crafted volumes. Pereyra’s reflections on puklishing house in
particular, Eloisa Cartonera, suggest that the mediapted to the
economic crisis repositioned the book not so mushaamonument to
individual intellectual property but rather as awrpression of public
literary tastes and desires: “Arduous economic ucirstances have
fostered new and highly creative forms of the bdlo&t are produced
outside the ambit of the publishing establishme(&29). The same
adaptive fracturing of the process of literary pretibn produced cohesion
between sectors of society which had hitherto natked in cooperation.
Pereyra suggests that with the restitution of boaknufacture to an
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environment more clearly within the public spheféé book ceases to be
a sacred object worshiped by a select group: idste@volves and in
doing so it recalls the earliest moments in thdohysof the book as a
profane object” (228).

In his chapter on Diego Rivera’s murals for MexiCity’s Secretariat
of Public Education (1922-28), Mauricio Castillocasts the muralist
project as “a complex set of ideological negotiagiovhere artists, patrons
and the local and global political context of Maexicame into play” (143-
44). Through close analysis of four scenes frons #xtensive mural
Castillo articulates the paradoxical and contraficdemands on a public
art form that was expected to meet with a monunheartd pedagogical
purpose by its government patrons whilst also sgrés the medium of
avant-garde experimentation and provocation for dteators. In his
detailed reading of panels from the SEP commissi@astillo finds an
aesthetic caught between glorifying an institutltseal revolutionary past
and gesturing towards a future of radical sociaistganisation of labour,
an impasse resolved through the use of an oneidchaonistic dimension
where these competing demands can be blended érvgdtinderstanding
the co-existence of these two visions of revolutisnfundamental to
articulating the ontology of muralism as both momumtal art and as an
avant-garde” (148). Castillo proposes that ultityafivera’s attachment
to socialist revolution as an unrealisable fantagyn out over the
imperative to document a manifesto for tangiblengfea the SEP murals
therefore assume another layer of public meanirggnmuch as their
aestheticisation and institutionalisation of revimo can be read, as
Castillo indicates, as a harbinger of the fragntéeof modernity.

Alejandro Latinez’s chapter on Abraham Angel, thexi¢an artist and
contemporary of Diego Rivera, can usefully be réaddialogue with
Castillo's chapter on the SEP mural. Latinez reaugalism and its
dominance within Mexican art history as itself ditnging an orthodox
and institutionalising paradigm. In this readingnadium associated with
revolution and with public participation in the st itself involved with
suppressing the expression of other perspective$, s the androgynous
and queer artistic outlook captured in the few worompleted by
Abraham Angel during his very brief lifespan. Whésehe revolutionary
capacity of gender alterity and of sexual dissidemc the muralist-
dominated art history of Mexico? This is a questidrich Latinez asks to
great effect by querying the sidelining of Angeithin his lifetime, and
since, and by contextualising the reception of Asgeork alongside the
greater visibility of gender queers made possibfe Mexico’'s newly
emerging industrialised print medium which foundymaphic stories about
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homosexuals the scandalous content it needed tatentirculation.
Latinez detaches Angel's work from this legacy amstead sees in the
artist’'s oeuvre the key to another reading of MeXart history where a
light shone briefly on possibilities for the ariiséxpression of an aesthetic
which brought together national and indigenous iti@ts with a
sensibility outside the binary of gender.

In her chapter on JesUs Ruiz Durand’s poster dfa Temjes examines
the reworking by a Peruvian artist of pop art'sthesc and ideals. A
movement based on recycling itself becomes a soofraeaterial to be
recycled and adapted to a specifically Peruviaméaf reference. In her
analysis, Dajes demonstrates that Ruiz Durandereates to pop art are
not only homage to artists like Roy Lichtensteirt biso function as a
means to articulate in aesthetic dialogue the @swes of earlier colonial
episodes in Peru’s history with the later influenédJntied States foreign
policy in Latin America. Dajes suggests that Ruizr&hd redefines “The
limits of what is considered to be authenticallyrlRé&an in terms that
include the indigenous, the rural, and, more gdiyerverything that had
been marginalised by the dominant Criollo urbanucal’ (141).

Jaime Porras Ferreyra makes a synthesis betweemdiligcally
engaged metaphorical films of Carlos Saura andatiistic movement
which has grown up around the 2006 Oaxaca Prot&stboth cases,
Porras Ferreyra reads artistic labour as the esioresand instrument of
political transition and his juxtaposition of theetaphorical films which
characterised transitional Spanish cinema withpilastic arts inspired by
the events which developed around the teacheikestn Oaxaca recasts
the more recent period in Mexican history as ongatentially pivotal
change. As sites of resistance to a hegemonic Pastas Ferreyra points
up the affinities between the two intervals he ®sido that we can draw
correspondences between them as well as betweean satirconsciously
artistic endeavours and the more obviously demgrtadffiti, “escrache”,
and silhouettes studied elsewhere in the book.

CHILDREN

Children, and the role they are afforded in filraskiing social divisions,
figure in a number of the chapters. In her contidny Jill Ingham
compares the child-centred Cuban fiifiva Cuba(Juan Carlos Cremata,
2005) with Fernando Pérez’'s more sombre and adaliscedViadrigal
(2007). Where the more recent film looks to intémagration through the
imagination as a route out of Cuba’s political awbnomic difficulties,
Viva Cubacontrasts adult fixation on migration with a csld impulse to
explore the island and to inhabit the presen¥ilra Cubaand its playful
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engagement with intertextual references, Inghandsfim film which
“references and ironises in its diminutive wouldfbgitives the clichés of
the road movie genre” (214). In this analysis, driah represent the insular
continuity which migration threatens to interruphd thus embody both
the past and the future, as well as “what the adalé leaving behind:
friends, family, ancestral ties, and a much lovadnd landscape and its
music and folklore” (217).

It is precisely the symbolic burden placed on didldd as a store of
futurity to which Deborah Martin returns in her dégg of Colombian
director Victor Gaviria's 1998 filnbL.a vendedora de rosas. Martin reads
the film as one which tries to negotiate a posittmmewhere between a
documentary view of the real hardships endured agynthildren in Latin
America and another perspective which inherits rmi@e tendency to
romanticise childhood: “The film treads a waverpath between extreme
radicalism in its bid to allow child agency, andhare conventional use of
the child: as (national) allegory/symbol within tHeatin American
narrative tradition of mobilising the child-figueess a means of highlighting
exploitation, marginalisation, and racism whilstngieg the figure real
agency” (270). Martin considers how the unusuatuitstances of the
film's production contribute to a sense of it beipglled in different
directions. LikeViva Cuba, this film follows children who are on the move,
though, as Martin underscores, the fragmented ssaue of places and
perspectives in Gaviria’'s film is more about refieg disconnections in
Colombian society than it is about using journegsaametaphor for self
discovery: “Journeys irLa vendedora de rosas reveal the incoherent,
inconsequential and truncated nature of the childrstreet lives. They
are a challenge to teleological views of history][and also to concepts of
progress” (275). Martin looks in the film for instzes where the attempt
to reflect a childish perspective wins out overeoma’'s more familiar
recourse to an instrumentalist use of the childefresent adult anxieties
or aspirations.

In her chapter on Chilean cinema Verena Schmoéltécuates a
reading of Sergio Castilla’s 1998 fil@ringuito in which we clearly see
how children are often charged with effecting resilistion of adversaries
in Latin American film. In this film, again, an amt child’s adventures
first serve to trace a linear progression througlsamtiago de Chile
otherwise divided along the lines of class and theand then to provoke
a returning exile family to reconsider their retaships both with
authority figures and with relatives who were happygtay and prosper in
the Pinochet dictatorship: “By means of the visB&V as well as the
film's mise-en-scéne it becomes clear that a filigr-existence of the
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two elements of Chilean society represented byptleeiously fractured
family is—in the film at least—not only possibleutbworthy and
desirable” (250).

In Ryan Prout’s chapter on transnational adoptielso considers the
meanings invested in childhood, by Asha Miré in h&o volumes of
autoethnography-+a hija del GangesindLas dos caras de la luraand
by Sara Barrena iVenida de la lluvia her account of adopting her
daughter from China. Prout contrasts the birthomts narrative prepared
in advance for her daughter by Barrena, and puraassks India by Mirg,
with the quest for identity undertaken by Carla i&afm in her
autobiographical documentary filldadar. Though the Catalan director
was not adopted, Prout suggests that there aredadn Subirana’s family
biography which resonate with those addressed by Mnd Barrena.
Transnational adoption has been read as a technd@rgsuturing or
reproducing cultures and in his chapter Prout agits reference to three
women’s narratives if it also sets up a space whhbee polarities of
identity read either as constructed or essentalee in dialogue rather
than opposition.

WOMEN

In her chapter on femaleantautoresfrom the late 60s and 70s, Esther
Pérez-Villalba turns her attention to the visuadthetics used to portray
artists like Rosa Leon, Cecilia, Maria del Mar Boramd Elisa Serna on
album sleeves. Pérez-Villalba's analysis discoeestyle of representation
strongly influenced by the particularities of Spmiparty and gender
politics of the time. Politically committed fematausical artists wanted
both to distance themselves from the fusty viewenfininity prescribed
by the Seccion Femenina, and to be taken seri@sslyolitical activists.
The chapter suggests that this led to the predoweaf an aesthetic
which privileged a kind of studied nonchalance feamby a graphic
design evocative of political pamphleteering: “Bodilly-committed
cantautoraswanted to escape their femininity and beauty traditional
sense and to adopt the more masculine looks whighldvgain them
credibility and influence in the male-dominated ldoof politics” (10).
Within this context, Pérez-Villalba pays specideation to Ana Belén as
an artist of the transition whose image, as refigédh LP cover art, also
effected a transition between committed asceticsmh the aesthetics of
glamour. Where the conspicuous eschewal of sartfemininity had
become so codified, Ana Belén's “decision publidy reassert a
somewhat stereotypically feminine beauty seems gnifgiant and
considered political act in itself” (14). Peréz{diba shows us in Ana
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Belén someone whose public image was a bridge leetvtlee radical
asceticism of the late 60s and the newly acceptgllmour of the 80s:
“She offered women fans a different model compavét other political
female artists. Furthermore, she also showed med (@men) that
progressive political activism, elegance, and thepldy of a ‘feminine’
femininity could go together” (15).

Lorna Dillon also focuses on a female politicalggn Violeta Parra,
though here the emphasis is not on visual repragens of the singer but
on Parra’s work as a visual artist herself. Dilltwoks at Parra’s
embroideries and her papier-collé and papier-maxcéges to suggest
continuities between the well-known lyrics and thss studied appliqué
work, and also to underscore the radical fusiomdigenous and colonial
legacies throughout the distinct media in which ahnist worked. Dillon
sustains, furthermore, that Parra’s representatibisgate violence are not
only of aesthetic interest but that they were alsoceived with an activist
purpose in mind. The chapter’s focus is on workgtvithrew light on the
abuse of human rights during Parra’s lifetime ander use of a visual as
well as of a musical language to hold responsibletfieir actions the
perpetrators of such abuses.

In her chapter on Saint Teresa, Celia Martin-Péreasiders the
visionary mystic’s cultural afterlives by looking detail at three film and
television treatments of her biography: Juan deu@at Teresa de Jesus
(1961), the television drama series directed byfils Molina, Teresa de
Jesus(1984), and Ray Loriga'$eresa, el cuerpo de Cris{@007). The
figure that emerges “is a constellation of ideesti which vary from
hysterical religious mystic, through feminist icotm sex symbol [...]
reflect[ing] different models of womanhood [and]nkiag shifts in gender
attitudes across five decades of Spanish cultusibdy” (29). Martin-
Pérez suggests that the TVE mini-series re-integdr@eresa to create a
character with a “de-radicalised, progressive dualthich echoed the
ideal picture the socialists aimed to promote” (2&hereas state-funded
or state-supported versions of the saint’s lifeehmevitably reflected the
orthodoxy of political incumbents, Martin-Pérez gests that independent
productions have not necessarily veered far fromestablished path. In
Loriga’s film, she reads an image of the saint WHisupposedly belongs
to post-feminist discourse [but which] in fact [.afly serves to reinforce
the kind of neo-macho attitudes which usually appaanouflaged” (29).
The chapter points towards Rafael Gordohésesa Teresgin which an
ectoplasmic saint returns to Spain to do the TM shaw circuit) as a text
which begins meaningfully to renovate Teresa’'s iemagd to question
women'’s roles in the post-feminist era.
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In her chapter on Luis Bufiuel&istang M. Graziella Kirtland-Grech
contrasts the director’s off-screen conservatisth &i story about radical
re-invention of a female protagonist. By honingpimthe metonymic value
of Don Lope’s slippers in Bufiuel's adaptation ofld&s’s novel, this
chapter underscores the dramatic economy of theealist director’s
story-telling. Kirtland-Grech suggests that the ongtmy of the slippers
“Form[s] part of a complex metonymical braid [...] alling] us to
delineate the stages through which [Tristana] magsder journey from
subjugation, to rebellion, and finally to power, avhshe takes control of
her life and of Don Lope’s household” (41). Thisapter also reminds us
of the price exacted by this transformation: in pinecess of shifting from
ward to autonomous householder, Tristana’s bodtg, tier biography, is
torn apart.

Whereas Jill Ingham’s chapter looks at the prospéamigration to
the United States for a new generation of CubairlissnDolores Alcaide
Ramirez considers in her chapter on Nancy Morejih Ana Mendieta
the lasting effects of the exile forced on a prasigeneration of Cuban
children by the Pedro Pan airlift. Alcaide Ramilezates Mendieta’'s
performance art within this history of radical dasgement and finds in
Morején’s poem about the artist an attempt to reeuni Cuban identity
fractured by the torrid politics which has beervig parents and children
apart from Pedro Pan to the Elian Gonzalez afféilorejon uses
Mendieta’s tragic death to criticise the fragmentatof the identity of
fourteen thousand children and teenagers who vatoeated from Cuba
to the United States through the ministrations geftion Peter Pan”
(178). This chapter describes a history of emigratvhere ideology and
economics are constantly intertwined: if theventamillistadeft Cuba in
1961 as much to protect their assets as to fleemeorism on ideological
grounds, thebalseroswho risked life and limb in the 90s to escape from
Cuba left because of an absence of any assetsy @itthe bank or in the
larder, victims of a dogmatic and intransigent idgy. While the two
ideologies across which Mendieta’s life was liveém as far apart as ever,
Alcaide Ramirez suggests that Morején’s poetryleast, “recovers the
involuntary exile as a piece of the Cuban mosaid, @ part of the artistic
legacy which should be available to all Cubans'9)18

In his chapter on the 1990 Cuban portmanteauMlufer transparente
Guy Baron describes a female Cuban identity fractunot only by
division between insular and exile experience bsb &y a post-modern
aesthetic which was beginning to site individuahvem’s lives outside the
paradigm of the Cuban national collective. Barogcps together the five
parts in which the story is told in a reading whitthstrates the film’s
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resistance to a unified meaning: the whole is at fthe erosion of the so-
called socialist subject and the fragmentationeshdle subjectivity [...]
seen in all of the short films” (194) which togetheake upMujer
transparenteBaron’s chapter is especially attentive to thigyuely Cuban
iteration of post-modernism and to the paralledesiof subjectivity and of
Marxist consciousness which threw into disarray &ssumption of a
unified female subject. Baron suggests that Culi@enta sought to work
out its version of the post-modern aesthetic pedgisthrough the
representation of women so that “the modernistcéeéor truth [...] is
displaced by the knowledge that there is not ongutar reality, but a
series of fractured realities” (204), a series witagmatically connected
disconnections set out in the analysid/ijer transparents anthology of
discrete yet partial short films.

CYBERSPACE ANDDIPLOMACY

Several of the chapters collected here approachkriabtvhich presents a
clear challenge to interpretations based on thadigim of the political
nation state bounded by physical geography. Fompl& in her chapter
on Catalan soap opera Silvia Grassi looks towdrels¢-purposing of gay
storylines by Youtubers who are more interestedriifying a narrative
around a common sexuality than a common languagassss chapter
first examines the emergence and evolution of lkamming soap operas
within the arena of regional television output desid with an explicit
nation-building and normalisation process in mirdobe considering how
viewers' re-editing of this content for participatonew media platforms
has produced meanings and functions which excemsktforeseen by the
original scriptwriters. Whereas cineaste and tlofiomas Gutiérrez
Alea’s concept of the spectator’s dialectic, andcimema’s radicalising
potential, seemed always to fall short when facét the question of how
audiences could actually be involved with a filns @pposed to being
moved by it, shocked by it, or outraged by it)thie digital universe where
Grassi's chapter finds unscheduled mutations afviglon content re-
ordered by viewers themselves, exactly the dialoglea envisaged
(without being able to situate it) assumes potétptiaCollage has gone
from the preserve of art house to the demotic aoétize home PC.
Similarly, in Michelle Rivera’s chapter on internekpressions of
reggaeton anti-fan sentiment we find de-territis&d possibilities of
cyberspace being used to stage a debate over thatimi of the
hypothetical Latino/a music consumer. Whereas thsienindustry seeks
to create an homogenised Latino audience by phisgri an
ethnographically determined set of tastes, in Rilgechapter we see that



Seeing in Spanish: From Don Quixote to Daddy Yankee  xxiii

on the one hand the national amorphousness of ¢heallows anti-fans of
one particular music genre to deploy electronidargaof this deracinated
consumer to stage trans-national alliances againshh an interpellation
and, on the other, to insist on the heterogenditiastes and of national
allegiances, and on the poly-faceted identitiesthaf individuals who
comprise the putatively uniform Latino consumerebaRivera’s chapter
sets up a lively dialogue between attempts by thsienindustry to use
genre to create a Latino market (and thereby brdldiadividuality and
specificity) and resistance in the form of imagestiee web manipulated
and queried by individuals interpellated or tardeby such marketing. In
a web space increasingly monopolised by corporetigity, the forums
Rivera’s chapter explores “are a central locatiéridentity negotiation
and formation as well as an alternative public sphéhere anti-fans speak
back to, interact with, and produce images andttettresist the apparatus
that seeks to define them” (296).

Diana Luft’'s chapter on T. Ifor Rees, the Welshatipat who was also
a writer, photographer, and translator also dedls avsubject who, while
representing British national interests as a diglprfived between and
beyond national frontiefSLuft discovers in T. Ifor Rees a subject whose
identity was deeply rooted in Wales, and in the Ndanguage, and who
also formed attachments in Spain and Latin Amesibare he spent much
of his diplomatic career. Rees took photographtiénform of a diary and
the albums he created offer a unique view of a Wedn'’s perspective on
the Spanish speaking world in the first half of thentieth century. Luft
weaves in to her portrait of Rees’s life some «f bfficial diplomatic
reports which sometimes recall perspectives outlimeother chapters in
the present volume. For example, Rees’s accourth@foverthrow of
President Gualberto Villarroel in Bolivia brings meind Nasheli Jiménez
del Val's focus on broken bodies in Latin Amerigaalitics. The images
he took are poised somewhere between colonial gheqby, family snaps,
and anthropology, and Luft makes a convincing armguinthat the framing
of the photographs reflects the sensibilities ghatographer who was in
some ways himself an outsider.

RECONSTRUCTION ANDDISINTEGRATION

In his chapter on two recent documentary films frépain—Mercedes
Alvarez’s El cielo gira (2004) and José Luis GuerinEn construccion
(2001)—Antonio Sanchez considers how the reordesfngban and rural

“T. Ifor Rees himself used the Anglicised spellifidnis surname. His family now
uses the Welsh spelling, i.e. Rhys.
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space in Spain has been represented in cinemae \ttileilpneumatic drills
of the Spanish construction boom now lie idle (witlevastating
consequences for those who depended on it to mdkéng), Sanchez
shows us irEn construcciora film which was attentive even before the
bubble burst to the speculative uses of capitaltarttie communities and
histories brought sharply into focus by the threhtgentrification. The
pairing of En construccionwith El cielo gira also underscores the
symbiosis between rural depopulation and urbannemgdion. Between
these two films, Sanchez’s chapter opens up a wiktah stretches from
the dinosaurs to the nouveaux riches and uncopexsesn rural and urban
Spain not as something eternal and unchanging $susceptible to and
sometimes determining of history. The fragmentshef past in the sites
explored by these two films, and underscored bycBéxis reading of
them, reveal that “space is littered with histolieachaeological, and even
biological vestiges” (56).

Where Antonio Sanchez examines a body politic piemeart by the
expediencies of urban regeneration and rural ddptipo, Nasheli
Jiménez del Val considers the social meaningstaestiio representations
of broken Mexican bodies in a chapter that begiitk the first European
engravings of Mesoamerica and ends with imagesssassinated drug
barons: “For the Spanish conquistador, the spectaicthe pieced body
was used as evidence of the savagery of a godlessdherican society
that thrived on violence. For the drug cartel bogg broken body
functions as a statement of purpose and as aeiibbat to competitors”
(107). Tracing the meme of the broken body acresersl centuries of
Mexican history, Jiménez del Val suggests thattbhkence which inheres
to the use of images of physical dismembermentsica@nstant as the
recycling of the scenario itself. In the war onghlun Mexico, Jiménez del
Val sees an especially troubling one-upmanshigpettcular killings: “If
the Mexican government has fed into the strateggeatfiotic intimidation
by presenting tortured bodies as cautionary tales,war against drug
cartels has already been lost; for by playing uttiderrules established by
others, the government reveals a power void bothefllegitimacy of its
ascent to power” (116).

In his chapter orDon Quixote Keith Budner gives us a fictional
character who is not only at loggerheads with tbhedvoutside but is also,
in a prototypical fashion, torn inside, between tgvalrous gentleman
and a red-blooded individual whose motivation isemdy to put the world
to rights but to satisfy pent-up sexual frustrati®@udner illustrates the
fragmentary interior of Don Quixote (and the adtiedure this gives him
as a fictional creation) by linking three incorretassical allusions made
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by Cervantes’s hero to Alfonso de Ferrara’s pictyatery, and with it to

memory as something conceived of in visual andopglt terms. By

tracing back Quixote’s failed allusions to an aretiural marriage of
image and text which Cervantes knew of and may éwmmre seen first
hand, Budner unravels Don Quixote’s lapses to stimwecesses in the
mind of a character whose knowledge of antiquitys Wwalilt, at least in

part, on familiarity with an illustrated recess. dder suggests that
Cervantes uses a visual conception of the mindrticutate the inner

workings of a character torn between social nisetied desire: “It is the
paintings that speak and give voice to these urepadnd repressed
elements of the psyche” (88).

NOTE ONTRANSLATIONS

Wherever possible English translations of all qaote languages other
than English are provided in footnotes, and, foryvbrief quotes or
individual words, in the main text. Except wheraligated otherwise,
translations are by the individual contributors aRgan Prout. Kurt
Hackbarth translated Jaime Porras Ferreyra’s chagteEnglish.
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CHAPTERONE

ANA BELEN AND THE CONSTRUCTION OF A
NEW VISUAL PERSONA FEMININITY AND
AESTHETICS IN THEPOLITICAL SINGING OF
THE TRANSITION

ESTHERPEREZVILLALBA

In the 1960s, an important left-wing, politicallgromitted musical genre
was born in Spain, popularly known @ancién protestdprotest song) or
cancion de autofsinger-songwriting). The authors and performedrthe
genre were known respectively aantautoresand cantantes politicos
(Torrego Egido 1999: 42, 43; Gonzalez Lucini 1988). Theseantantes
politicos defied censorship in order to communicate theititipal
messages in support of democracy and freedom thrdligir musical
work and they became crucial icons of cultural ssatio-political
resistance in the 1970s as Franco’s regime appedaik dying days
(Boyle 1995: 291; Turtds and Bonet 1998: 22, 26he Tarrival and
consolidation of institutional democracy led thiasital movement to lose
much of its strength in 1982 (Barbachano and Dom#mng2006:; 61).
Heavily influenced and inspired by French song, apdNorth American
and Latin American folk music (Menéndez Flores 2082 Gracia Garcia
and Ruiz Carnicer 2001: 360), Spanisancion protestaconstituted a
world largely orchestrated by men. However, sonmaale cantautoras
succeeded in making a space for themselves inctrispicuously male-
centred universe. In Catalonia and Majorca, creativthors Guillermina
Motta and Maria del Mar Bonet managed to becomeoitapt and
valuable members of Els Setze Jutges, a musicatment closely linked
with a desire to reassert Catalan identity anddagg (Roman 1994: 339,
340). In the Basque country, Lourdes Iriondo became #-kmewn
member of Ez Dok Amairu, while Castilian-based Gémcdel Pueblo
counted Elisa Serna and Julia Le6n among its nurfihetds and Bonet
1998: 25, 30). The list of popular female politicsihgers could be

! Although her career began later, singer-songwhtarina Rossell also became
well-known, especially in Catalan circles.
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completed by adding the names of Cecilia, Mari iTriRosa Leo6n, and
Ana Belén, four unclassifiable, independent artistso became very
popular during the final years of the regime (Gdezd.ucini 1998: 119;
Turtés and Bonet 1998: 27).

Out of all the singers mentioned, Ana Belén desesgecial attention
as she was one of the best-knoeantantes politicasof the period,
especially from the late 70s onwardas Jordi Sierra i Fabra notes (2000),
the 70s generation had in Ana and her husbandpiVManuel—also a
very popularcantautor—"its official couple.” Born Maria Pilar Cuesta
Acosta in Madrid in 1951, Ana Belén started heeeams an actress at the
age of thirteen. Although her first films were moiccessful, she continued
to pursue her career as an entertainer, and beicasiged with political
singing in 1973 with the release @ferra (Philips). A year later, she
became a militant member of the illegal PCE (Sgagiemmunist Party).
By the mid 1970s, she had emerged as a fashiomabless featuring on
front covers and was also a well-known politicadggr, dual roles which
she has successfully maintained up to the présehis double artistic
dimension apparently shaped her public image—hmirfi@ity—which
seemed markedly different from that exhibited bysmother female
political singers. This chapter thus considers hagts in the world of
cantautoras the ways in which Ana Belén’s femininity deviatémm
those aesthetics, and the possible meanings heferaininity may have
had during the Transition. To this end, the chafiieuses on looks in two
different senses: it examines differar@ntautoras physical appearances

2 Singer-songwriter Marfa Ostiz also achieved pajiylaat the time of the
Transition, especially with her song “Un pueblo”&dhe is not included in this
discussion, however, because unlike all the othmst®s mentioned above, she
adopted a rather conservative ideological position.

3 Ana Belén was not a singer-songwriter in the stlictionary definition of the
term: that is, she did not compose her own songs,shng other people’s.
However, this should not be seen as problematittesof the singer-songwriters
who were described as epitomising the genre wetealways best-known for
songs that they wrote themselves, but for theisivaes of poems put to music, or
for singing other authors’ songs (for example, Pilsédiez and many of his songs
on the 1969 albunRaco Ibafiez en el Olympi&men-SGAE). It should also be
noted that many of Ana Belén’s songs were writtepressly for her. Moreover,
she was the author—or at least co-author—of hegsadn the sense that she
performed them and by so doing provided them witlecdic meanings and
interpretative huances.

4 See, for example, the front covers Miss (10July 1970),Digame (20 March
1971),Garbo (13October 1971, and 31 May 1972gcturas(290ctober 1971),
Nuevo Fotogramaér April 1972).



4 Chapter One

and clothing styles, and also considers issuef@igaze as captured on
album covers. LP sleeves are chosen here as afgteopisual documents
because they may be read as texts that directedniptow the singers
should be seen by audiences, but also how theigemaelated to their
own musical work as committed artists. | will alzgefly explore how the
particular pioneering (postmodern) femininity whidina Belén aimed to
articulate visually relates to her musical repeet@nd to those aspects of
her life which extend beyond her musical career.

In terms of style, mostantantes politica®f the Transition usually
displayed the type of femininity that was fashideah the streets among
left-wing circles. Influenced by American and Bsthii hippie trends, this
style emphasised long, tousled hair and a natuemhafe beauty
unenhanced by cosmetics. These trends were cleseton many of the
photos used on protest singers’ album covers. Stigial documents
repay attention, for we rarely remain indifferent tisual input; either
consciously or unconsciously, we tend to intergretial stimuli, and these
induce and shape what Patrick Maynard calls ouagjimings” (1997: 97).
In fact, photographs especially have the poweritvdive thought and
feeling, stirring will and desire” (Maynard 19978)6 Moreover, images
are important “because they are indicators of $qmigition and power
[and] powerful framers of self-image, social idgntiand public values”
(Korsmeyer 2004: 1), and are central in “produaimganings, establishing
and maintaining aesthetic values, gender sterestgpd power relations
within culture” (Rogoff 1998: 14).

We turn first to Rosa Le6n, the first performerégord Luis Eduardo
Aute’s “Al alba” (1975 Ariola-Eurodisc), a milestenof anti-Francoist
political singing® The cover of Leén’s 1973 alburle alguna manera
(EMI-Odeodn), illustrates the template used for salveof the artist's
releases in the 70s. A photo of the singer appedién a brown, square
frame, in the middle of the sleeve, against a plgmeyish background.
Ledn’s name appears in big, bold, brown lettersvabwer framed photo
(Fig. 1-1). The names of the authors whose repersiie is interpreting—
Aute, Benedetti and Krahe—appear below her phdsgo,ia a sober, bold,
brown typeface, although smaller than that in whiod singer’'s name is
written. The titles of four songs from the LP algoavisible at the bottom.
This layout, which stresses the importance of asthip and of the lyrics,
apparently emphasises the content of the album theesinger’s visual
persona, and it appears with relative frequencythen covers of other

® Here as throughout the chapter the year in whichllaum or single was released
and the name of the record label on which it apgkare given in parenthesis in
the course of the main text.



