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The ferminist maovements that fook place in North Amierica
and Europs in the sixties and seventies affected regions
tike Centrat America only 10 a degree at Hat time, and
proved 1o be of 5 different character in farge part, this ig
because those YEHE coincided with imensifyﬁng political
unrest and armed conflict in several Centrai Amarican
wountries, circumstances that conditioned iife in genaral
and the position of women aiong with it 4 shouid be
understood, for example, that even women who directty
Patticipated in the region's wars ang folight in guerrifia
movements did not do so in conditions of equality, but
often sufferag mistreatment and abuse from thair male
Comrades i arms, and in fact mirrored the general
situation of Women in society, particularly in rural areds,
Change came about in a different, more Bvolutionary way
in countries fike Chile, Argenting, ang Uruguay, probably
due o the existence there of a farger, more urban middie
ciass with acoess to education. The Chilaan writer Diamela
Eltit could therefore write that, at the tme, “woman's hochy
broke itg proforged cutural status of physical inferiority,
to become identicat 1o that of men, in the name of the
construction of 4 coltective egaiitarian future," Byt in
Conirat Anmetica, urbanization arrived later, and the very
notfon of feminism—as a movemeni, ag g way of
confronting ineguality—wag known Ay 1o thoss
women with access to higher education or the ability to
fravel. And even in those cases, the idea of feminigm was
absorbad in particular Wways, dua fo the differing socig
Pressures and politica| Structures in each country. Women
in developed countries had expectations very difforent
from those of worsen In the developing worid, where
inequality is flagrant, not only in questions of gender, but
ai%o in Lconomic, edlucational, ethnic, and social raatters,
and where injustice involves entire communities of men,
women, and chiidren,

There has been atendency in Latin America to
censider feminism g foreign ideology, It ig usefud to recall,
howaver, that as long age as the seventeanth century, the
Mexican post, nun, and Woman of genius Sor Juana Ings

dela Cruz (185‘—1695}, born in San Miguel MNepantla, in
speaking about the condition of Womanhood became g

major inspirationa; figure:, a0 intellectual of SUCH prowess
that she is considerad a "Tenth Muse” by fiterary schojars.
S, though gender isslies have anfy recently become g
central subject in mest fisfds of siudy (panicufarry inzofar
a8 they are linked 1o the new giohal economiest® gender
theory has become an important way of criticaliy reading
artistic practics and cuttyraj praduction, which have
changed so drasticalty in Central America in our time,

In recent vears, Contrad America has witnessed a
slrge of work by AYRAMIc new figures wig Operate on
e margins of the old patriarchal or hegemonic discourse
that certain interests stilt tiy 1o impose, in cultural
production and managemeﬁt, we have seen not ofily the
growing, active presence of wormen on the artistic scene
in thesa transitiona; fimes—ag curators, artists, culiyral
agenis, and heads of Institutions—in addition tq thei roles
85 professionals n many other fields, hyt also women's
transforrnation of the nature of the regional artistic
landscape, changing its languages, scope, and meaning,
as well as how art s read and interpretad * Their waork,
which often turned 1o nontraditional madia even as it
Spoka abolt e veiled dramas of everyday life, has also
been important ag 8 50uUrce for the renewal of painting
since 1999 fin which young male artists have besn
particiary active),

Indeed, as Rosing Cazalf rightty notes 5 it js Interesting
to consider how the WOmen's movement in Latin America
has manifested itsalf s a parallel ravolution to the region's
political revolutions. Lice any grassroots moverment, the
ferminist movemant in the region has bujit revoiutionary
changs ouf of the texture of everyday fife. That is io say,
i Centrai America, the laws made by men were in day-
to-day practice formerty fransmitied by Women, who,
as heads of famify in g metaphorically fatherless society,
play a key role in berpetuating existing systems, However,
the very substantial changes, in thinking anct in practice,
associated with the feminism of the younger generations
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" have found in this same "matesnai” culture the anchor for
their assertion of redefined, sven revoutionary, identitias,
indeed, it is through practice more than theory that thig
redefinition takes place: it wouid seam that the former
-'guardians of the status quo have become the real agents
of chéng}e.ﬁ o .
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engaged in a soliioquy—a diaiogue with their wn inner
selvas.® Such a solloguy can be seen as a way {o
question a subordinate posftion and survive daily life.
Gender issues were mostly addressed in a tangential
way at the end of the nineties, so the piece by Regina
Agullar was therefore somewhat unusual in its directness,
in an instaliation refated to the hand-grinding of corn, she
pointed up the arducus domestic tasks that indigenous

women must accomplish daity {fig. 12

Subseguent Developments

Since the late nineties, younger generations have
benefited from more open comimunication as well as an
Increased mobility, leading them to approach issues of
gender from a different angle; they are less reticent in
their proposals and more (Hobal in thefr concerns, Lucia
Macriz, for instance, openly states that her intention is

to examine "symbolic constructions of women and the
sublte sociai practices that perpetuate gender inequity, ™
Mot surprisingly, this has led her toward tharnes of
tensumerisim, giohalization, and the abuse of economic
power. Her early works include feminist-orented
photography, painting, and video. Among her video piecas,
Stigmata is af particuiar interest: hair grows oul of her
hands, refering at oncs to the social stigma placed on
female bodily hair and 10 a male martyrdom—1ihe blseding
marks, displayed by St. Francis of Assis| and others, that
resembile Christ's wounds on the Cross. Less direntfy

the video also suggests the natura! return of stigmatized
features, whether the continuous regrowing of r@movec
bodily hair or the Pefiodic flowing of menstrual blood.
Madriz has ajsc fecently produced installation deé that
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“refar directly to other aspects of subalternity and which

have a wider significance throughout the region, involving
issues such as inteliactual property rights, copyright,

and free-trade agresments {fig. 13}, These instaliati fons
combine an extremely sophisticatad design (through a
technique pethaps inspired by the traditional Guatemalan
street carpets, made of coloredt sawdust and seeds, for
redlgious processions) with humble materials {rice, beans,
corn} linked to the basic diet of regional populations,
pointing as well as 1o the danger of subsidized imports

of these crops i future trade agreerments,

Sandra Monterroso has also spoken direcily about
male/female power structures using images related to
faod and its dally preparation, usually a woman's task.
Probably her most accomptished work, Your Tortiflas,
Darling (2004), is a video in which she prepares cornmeal
—not by grinding i, in the traditional manner (a process
referenced in the piece by Aguilar mentionad earffer [see
fig. 12%—but rather by chewling it ffollowing the ancestral
custom in preparing ritual chfcf':a, a fermented corn drink),
spitting it out to make tortiflas, and then decorating the

product with her own blood. One of her first performances,

i 1989, calted Ave féniy {fig. 14}, reflacted the realities of
the peace agreements signed in 1996 in Guatemala, and
included photographic images on red gelatin, one of them
being a partial view of a naked woman. When the piece

was censored at the exhibition venue, a local banis, the

artist did part of the planned performance in the sweet

'Nudaty continues to be a controversial issue and a

staternant on the part of arti sts in Gu atemala, pa articuiarly

" Regina José Galindo, but also Maria Adefa Diaz {Guatemaia; _
: 'b 1970\ Durmq an exhbmon event in a pubiic spac,e

Fig. 12
Regina Aguilar (Hondur.a
0. 3954). Oaily Bread (5 fan
cada iz, 1989, Mixed nedigy
scuipled vatcanic rock, matal
paint, cast lead crystal, and y
and pestle, 148 x 157 «» 247
(360 = 400 x 81 o), Courtesy
of the artist '




Fig. 13

Lucia BMadriz [Cosia Rica,
L. 19Y3L Money Talks, 2003,
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organized by Rosina Cazali in Guaternala in 2600, Diaz sat
naked inside a large window, in view of passersby, while
plucking the eyes out of fish from a pail and putting them
i a far. as a reflection of the violence of her country.

Leziie Milson, whose gathering of groups of objects
into assembtad sculptures is Rer trademark, seems to
refer iny them io the dynamics of human social groups.®
Gender issuses are at the core of her discourse; she
approaches sexuality by dismembering the female body,
reducing its complexity t¢ the sexual organs, isolating
them as symbols of desire. For example, she slaborates
plaster breasts with lipstick-colored nipples—assembling
thern as frophiss on the wall, or hanging them on strings
like puppets {fig. 15}, or inserling them into a flower- ang
ivy-coverad night tabie.

Though the female body in Central America is
frequently a site of pain, it can also be associated with
contemplation, as in the work of artist Karla Solano, whoss
more anatomically based work we saw earlier, Soiano
takes herself as the subject for most of her photos and

installations, and in thern she has also reflacted poetically

Central American Women Artists in a Giobal Age




on the passage of time in the lives of her mother, herself,
and her two little daughters. A video calied Home {fig. 16)
shows her smbroldering her own hand (“skin stitching”
used 10 be a girs® game in grammar schools in the 19608
in Costa Rica); with a needle and black thread, she
creates a childish Image of a heme, or writes words
dea!ing with creation and desiruction, in a soft,
nenaggressive way. And she has used her body as a
paintad surface, fitming hersaff with a camera in one hand
while sha makes Up or cleans up with the other, fdore
recently, Sclano hag Coverad gallsry spaces or thé facades
of buildings with blown-up photo details of parts of her
Swn body, Concentrating on the assthetic quality of skin
88 It creases, bends, and folds, ang of hair, nevar showing
the fu) body, but working with it as & surface. MHer project
N May 2008 for é_groub show called Three: Focus on
Feminine Bodlies Involved covering the entire facade of
the exmibition \}eme'wéth a .ga‘ganfjc reclining nude
,Dortrai‘_t of hergeft {fig. 17; although a houge uéualiy
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encloses g wornarn, here awoman encioses 5 house,
ohving it a naw skin, '

Some artists question the parametars of traditiona)
fomale beauty by addrassing the topic of make-up,
Jessica Lagunas . 1971}, a Guatemalar artist now
living in New Yok, has engaged in several performances
documented in video, in two Separate videos that ars g
it reminiscent of Priscifia Monge's Make-Up Lessons—a
1998 video dealing with the relations between seduction
and aggression—Lagunas shows herself compulsively
applving make-up. In one of them, the camera focuses
on fer lips, smothered in layer upon layer of bright red
lipstick: in the other, the artist is doing her nails, painting
them over and over with red polisi untit her fingers are
also covered in it Other aspects of feminine beauty
ate addressed }5 the waork of Ana Urquilia (Ft Salvadior,

b.1979], in which hail biting and loss of hair are used
10 protest against a conservative soclety that imposes
"its brescriptions on women, - S '

- OF Tits angt Fuppats .{B

CbojarT Sleeping (En nvig
latrelest, 2006, Digitat print on

" instaflation at TEOR/éTica, San
 José, Cesta Rica, May 2008,

© Leziie Mitson {Panama

titeres), 190z, Instaati
*TixEd mediy vl monpf 4a

fron, divensions wariahg;
cofigction (Phote: Colres
Atiat and Menice Kuptary

Fig. 16 lopposite o)

Karla Selano (Costa fics,
51871}, Home pHogsr, 206+
OV projeciiorn, cOlor, sound,
10 min. 20 sec. Countesy

of the arist

Fig. 17 {opposite botiom;

Karla Solane {Costa RAica,

vinyl in severa| sectiong, length
859" 20 m) overall, Mursi

{Fhato: Lowrtasy of the
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it is Inmteresting to note various artists’ reference to
household objects, such as domestic utensils, tableware,
and appliances, as well as'to children’s toys and puppets,
as if they wished to insfst, ironically, paracioxically, on
slements of the supposed female universe. Pairtings by
the Panamanian artist Haydée Victoria Suescum {rasldent
in the United States, b, 1981} are done in bright coiors
that recall popular ads for eiectrical appliances. In Lezlie
Milson's Twing of 2003 {fig. 18}, houssheald shosbrushes
are deployed to resembie female genitalia, Such a work
is close 1o Lucia Madriz’s Multifunctionar {fig. 19} of the
same year: a foor polisher hurg on the wall, its two round
brushes turnad outward (a talex baby-hotile nipple In the
center of each), ready to be activated by & button.
These fast two works relate to one of Priscilia

Monge's major pieces, Rallering of 19892000 (fig. 20y,

in which an electric drif] is mounted on a pedestal, the bt
replaced by a sitver ballering who turns when the viewer
ouches a pedal, It hag been observed that *Ballarina
Poses a settling of scores, ironic and retroactive, both
in relation to the chsession of the avant- ~garde with

movement and velocity, as with the sexual fantasies of
modamity

Beauty under. pressure-the-drijl -

escribes
on another lavel the same situation of permanent '

aggression.” Of ajl the contemporary womern amsts in
the region, Fv?onge has probably beean one of the most
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b

Consistant in developing her discourse, sven while
working in many media.

As Monge's work has developed since the early
nineties, it has gone back and forth from painting to
video, from photography to objects, drawings, and
instaliations. Howsver, thera is a thematie consistency
to her work. From the Beginning, it has been concerned
Twith themes of the hidden iife, initially as experienced
it Costa Rica, but subsequently going beyond the local
dimension to speak about human behavior in general,
Rooin Jor Isolztion and Restraint {page 228) is
Monge's

one of
more maiure and complex pleces. First selected
by Harald Szeemann for the 2001 Venice Biennale, it
acquired a deeper resonance when it was instalied in

twao later exhibitions.™ With this eight-foot-square cubicle,

compietely Upholstered with sanitary napkins and it by

a dim bul hanging from the ceil ing, Monge invites the
spectator to entsr and meditate. Tha implications of the
title reflect the negaiive mental states that males, and
soclety In general, associate with menstruation {madness,
hysteria, dirtiness, Impurity), which are haid to requirag
beth isclation and restraint for those who expetience

“thieniYet, viewed in a different light, the piece evokes not
:oniy the vuinerabliaty but also the creattvc power hnked
o the gyale, There isa letem visua  power as well, for

the piece, ammacufately whtfe Is also & statement of

13 % 5% w27 (35 % 15 0 B o).

- of Galeria Luis Adelanade,
Valantia, Spain)

. hg 18 {far ey
Lezlie Milsan Panama, 33 19
Twins {(Metizas), 2003, Two
" brushes; iron, WO, and
each & » 2« 2» (203 %5y
Couriesy of Davig da Castrb,
Panama City, Panama. {Phato
courlesy of the artist ang Mmrc
Kupfery

Fig. 19 fieft)

Lucia Madriz {Costa Rica,
b T873) Multifunctiona
(Multifuncional), 2003, Eleotric
polisher and aiex tegts. Courtesy
of the artist, (Photo; from the
catalogue Tecnoldgica 2, ESLa0ES |
% doble Gl [San Jnse, Costa
Rica: TEOR/&Tica, 26037}

Fig. 20 {opposite)

Priscilla Monge (Cosia Rica,

. 1868}, Ballerina {Bailaring,
1998-2000: Eectic il activating
pedal, and rotating silvar ballerinz,

Frivate cos\ec}ian: {Phote: courtesy



&

chromatic potential, since & is composed of material that
could eventually become completely red with biood. That
much is clear from a solo performance of Monge's in the
city of San José several years before: using a pair of her
custom-made trousers of sewn sanitary napking, she
carried out several errands walking through town during
one of her pariods, staining the pants with her own bicod
as she strolted among the crowds, The power of showing
what is setdom If ever allowed to be seen opanly is an
essential aspect of all Monge’s work, which unvells many
of the repressed desires and the phobias of an overly
conventional society. t is a feature of her work that has
greatly influenced artistic practice in the last fiftesn years
in Central America.

in this context, let me returr to the work of another
major figure, Patricia Belli. Belli makes work that speaks
from the speclfic perspective of a woman struggling with
her own sense of self. For instance, In ohe of Bealli's
strongest videos, a blonde woman is filmad from the back
while she arranges and caresses her beautiful hair: at one
point, & certain movergent unrolis what the spectator
discovers is in fact a wig, and we suddenly recognize
the bald head of the artist (fig. 21}, Belli has in addition
produced both sculptures and anthropomorphic furniture.

Yat Belll's work does not refer so much to gender
itself as fo the idea of marginality. Pursuing the political
implications of craft and manual work, Balif cantrasts
the handwerk of the underdeveloped worid with the
industrialized nations’ access to technology. Thus her
installation The Circus (fig. 22), presented at the Havana

Virginia Pérei-ﬂatton

biennale of 2000, mixed a mechanical pulley system, made
of stainless-steal cables, with the craft of sewn and stuffed
‘acrobats, of parts of them. Belli chooses the simple,
-common materials associated with traditionaf female
accupations, making “paintings” out of stitched pisces of
colored rags on canvas, or mounting second-hand clothing
on a streicher, like a canvas, aiso often piercing It with
sewn twigs and thorny branches, Such works, which
suggest a very intimate discourse, project a kind of
reconciliation of her political and her poetical concems.
Through these objects, Belll conveys the burdens of

the people, aven as she exorcises her own childhood
experience as a little girl suffering from congenital alopecia.

As | have written in other essays about Patricia Belli,®

the practice of reconstruction and recycling in her works
functions like a metaphor for local poiitical systems.
However, there is undeniably a strong personal component
irt these works, whether of artists like Balii or like the
Brazilian Nazareth Pacheco. A thailidomide child, Pacheco
underwent reconstructive surgery during most of har early
vears. The aggressive language of her strictly unusable
clothing and jewelry works, from the late ninglies, made
of sharp, cutting objects such as shaving blades,
avidences her intanse surgical experience but also the
power of fashion in general to confine, reshape, and

in 2 sense even dismember the body, In 2002, Pacheco
showed a sertes of impeccable aseptic shacklas, for
hands, arms, neck, iegs, and faet, custom-made of acrylic
and slainiess steel to her own measurements—as if her
own bady were her prison {fig. 233,

Fig. 21
Patricia Bell; (Micaragua,
b. 1984). Hair (€1 pein), 2003
Video instaliation, 3 mir., e

of §. Courtesy of the arlist. .



Pairicia Belii (Nicaragua,
4). The Circus [& circoj,

nd decorated figures with
pfleys and stainiess-steel cahles,

sions variable, Courtesy

he artist, (Photo! courtesy
of TEGH/eTica, San Jose,
Costa Hica)

9. 23

Nazareth Pashieco {Brazi,
b 1961, Untitiad (Sem o),
01, Acryii &l stainisss

20« 70 % 22 o), Courtesy of

108 adtist. (Phote: Romulo Fiaicting

Themes of Vielence

A tengthy discussion took place at z Symposium
organized in San José by TEOR/éTica in 20002 Two
Guatemalan women scholars, Aida Toledo and Anabelia
Acevedo, had presented papers deafing with the
agsthetics of violence in women's art in Guatemala, and
several artists protested vehemently against the papers,
which they felt misrepresented the broader artistic
practice. They argued that the kind of weorks the two
scholars were citing formed onfy a part of what women
artists were producing, and that more intimate, less
violent work was ignored. The issuss raised by such
a discussion have implications for the work of a
number of artists.

Some arlists have indeed been drawn more toward
guestions of intimagy, or understanding their personal
history, than toward issues of violence, Muriel Hasbun
{E! Salvador, b, 1881; has tried to understand her W
complex roots through works in which farmily photo-album
pictures of her mother's Polish/French/Jewish and her
father's Christian/Palastinian/Salvadoran ancestry appear
superimposed on irmages of the voloanic fand in which
she was born, Diana de Solares has determinadiy

defended her right to a work stermrming from concerns
will personal intimacy more than from a political situation.
Solares has done extensive conceptual work, mainly in
painting and photegraphy, in which investigations of the
self are conducted in an extremely discreet, restrained
manner—through veiled self-portraits, printed in soft
grays; or through objects related to everyday jife and
childhood memories: or, more recently, through cutout
photo-assemblages concerning the institution of marriage
{figs. 24, 25). A younger artist from Panama, Racheile
Mozrman {b. 1972), works around the idea of “ex-urbig,”
the suburban world as familiar in Panama Cily as in New
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Fig. 28 {right]

Regina Jesé Galindo
{Guatamala, 2. 18743 Throwing
Iy Words into the Wind (Lo vay
a gritar 2l vienta), 1999, Phote
gocumanialion of performancs &t
e archway of the National Past
jicling, Guatemals City,

Courtesy of the artisi

L 27 {righty

pgina José Qalindo

- satemaia, . 1974), We Don't
Lose Anyihing by Being Borm
_No Perdornos nacla con nacey),
000, Phiots docurentation of
{parformance for the exhibition
g Getober, Muricigal Durmp
Glatemala City, Guatemala,
ur'tésy of the artist,

at_t_): Sourtesy of the wiist

4Bl de Vice, Guatemnala)

Jersay; she portrays young girls posing in thelr homas,
with their own clothes, preparing themseives for thelr

expectad femaile adulthood, and produces intriguing,
disquieting photographs. Cecilia Paredes {Peru, b, 1950),
who lived for twenty years in Costa Rica and is now
based in Philadelphia, has also developed her work
through personal expression of difference. Her work
seaks order in the teeming complexity of the world
around her. Obsessively organizing seashalls, seeds

twigs, feathers, and other naturaf artifacts, Paredes

inseribes the corporeal poetics of woman onto obiects
from the fandscape.

Despite such approaches, however, viotence, in one
way or ancther, is tacitly, perhaps unconsciously, present
in most of the recent work in the area. It fs a violence that
no longer arises from political upheaval but rather from
the daity struggle for space and respect. Here we see
effective use of irony and humor, as in Leda Astorga’s
(Costa Rica, b, 1957) work of the nineties: resin scufptures
of averweight women wearing ridicutous clothing, rollers
in thair hair. smoking, alf the whils talking on their cell
phones. Other examples include Florencia Urbina's {Costa
Rica, b. 1964} cartoon- or Pop ari-like paintings that
ridicuts socisty's foibles or the tourism industry in Costa
Rica. In a different vein, Monge suggests the violence and
aggression tying beneath the surface of the everyday.

Perhaps Regina José Galindo, who started working
around 1999 and has become the outsianding
performance artist in the reglon, is the one who most
cogently reflects on the effects of violence, whether
political or criminal, public or private. One of her first
perforrances, however, was of a more poetic register,
and created an unusual situation that took passershy
out of their routing: she suspended herself, with a

harness, from the archway of the National Post Office
Building in downtawn Guatemala City and read her
poems, before letting the handwritten sheets of paper
faif {flg. 26); turmoil followed, as people below scrambled
to pick up the poems. Some time later, for the exhibition
Bie October™ she sedated herself, was put in a body
bag, and was thrown onto the runicipal dump {fig. 27).
The title of the piece, We Don't Lase Anything by Being
Born, refated {o the loss of life in Guatemala,

Galindo's recent performances have been more
overtly political. When General Efraln Rios Monit, tainted
by the massacres carried out by the military regime n
the early eighties, ran for the presidency of Guatemala
N 2003, Galindo performed Who Can Erase the Tracss?
{pages 122 and 201). Barefoot, dressed in black, holding
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e basin of hurﬁan bload, she walked from the Paiacio
Nacionat 0 the Corte Constitucional building in

-Guatemala City, several blocks away, putting her feet )

in the basin as she walked, Bioping her feet in bloogto -

- leave marks on the_ :ﬁre_éts of the.city, fike the w.;iter who

dips a pen J’m‘c afl inkwell, becams a poetic metaphor for
the act of inscribing unerasable memerigs-—in this case,
hemories of those kilied by the mifitary. In 2005, Galinda's
performance at the Venice Biennale {Witnessed only by
those present on the preview days) took place inside 5
closed woodan struciure aquipped with loudspeaker
There she whinped herseif 275 times with a man's batt,
one fash for sach of the 279 women murderad in
Guatemala from January 1 of that year until har arrval
in Venica on June 9.

Simitarly, Teresa Margolies hag addressed the widely
publicized murders of women committed in Ciudad
Judrez, Mexico, since 1983, by traveling 1 the area and
producing a video of the road where many of the victims
Were abducted; her 2005 vides inciudes no images of
Wwomen, just the eerja silerce of an emply road Cufting
through the fat tang at dusk, Yet Margolles has alse
developed her work by using the iudiciai morgua jn
Mexico City as a studio {page 222}, Amia that endless
3ource of visuaj material, she mixes @ strangety matarnai
attitude towarg the dead bodies with a powerful
indictment of the kind of Cotruption that allows her
Own work to be produced.

Galindo addresses jssues that concern Wornen, but
her statemants ars not specifically ferinist in origin: har
position stems fram general politics, which obvicusly
include ferminism. The video Hymenopiastia {2004, which
documents tha hymenop!asty, Or surgicaj reattachmant
of the fyrmen, undergone by Galindo, was Wifongiy
interprete by several visitors to the Venice Biennale
as being refated to the work of the Fren_c_h performance
artist Orlan = gy has noth:‘rag to do wit;n én aesthatic of
bodily Intervention, 1 reflecis, !ﬂs._tea_dj @ personal decision
by the artist 10 Undergo g prq.ce_dure that many ybursg
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Women In Guatemaia are having performeg in clandesting
clinjcs. They are réspor'}ding to intense soclat pressure to

' 'marry as virgins, Pressure heightened by the presence in
B _Guatem_afa of religious groups wf’th_ﬁes to the United

States promoting a Bush-erg Cohservative morality.
Gah‘n&o’s action is not only a ferninist tract: it s a politicaj
statement in which g Wornarn risks her own body, in order
1o bring out into the open the elandestine practices that
othier women are jed into by social pressure,

Galinde’s most fecent work at the time of writing
fs the action at Le Plateau, in Paris. in response {o the
Immigrant uprisings of November 2008, she chose 1o
be placed in solitary confinement upon arrival in France,
voluntarily Fenouncing the freedom to walk abaut in
Paris—a confinement related 1o the ioss of Hierty felt by
an outsider. Ideas of confinement were Previousiy prasent
it her performance at the Lima blennale in 2002: covering
her evas at the airport in Guaiema!al she Haw biindfolded
o Perus and stayed that way ali the time she was there,
untif she returned home. During the opening days of the
bfennale, she sat alone, in silence, in g bedroom installed
n her exhibition space in the main vehue, and spoke only
10 her curator, who also accompanied her back io the
hotet every night and helped her 1o sal, wash, and dress,
Galindo's work is not only about the artist’s particular act
of enduranee but, rhore impartant, about how much the
indliviciuaj spectators in their own right come to undersi‘aﬂd,
and aven endure, a violent reatity through the performance,

A Changing Practice

There are ANy more woren artists i the region wha
work from the Perspactive of feminiem and gender isstes,
as well as ofher kinds of thematics. Most of therm are
active in videg, photography, and pholo-hased work.
Dorna Conlon {b,_ 1965, who lives and works in Panama,
is among the maost compelling vidso artists. Her work
“does _nbi stem from: feminism pér_se but Jhsiead _cenéerns

n “onservation, vif_%i'h a subile y'et ;ﬁowen‘uf critique of the

Consumer world. Her Coexfstonce (2003}, showh at the
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Latin American Pavilion at the 2005 Venice Biennale,
shows a parade of leaf-cutter ants that have picked up
small papers left in their path by the artist—drawings of
the flags of United Mations member countries. Conlon
says that her work is a socio-archasological axpicration
of her immediate surroundings, where the objects,
images, and actions she sncountars are reconfigured
into videos that comment on hurman idiosynerasy and
the contradictions of contemporary society,®
Installation work also seems to be g medium favored
by women, perhaps pursuing Belli’s idea that installation
is “a corporeal medium that subverts the sterectype of
woman as skin and man as gaze; it subverts it in the
sense that women use it to taik from thers, with a
consciousness of the self,™
While the nineties witnessed the emergence of many
women artists, the pendulum has swung back and the
younger generations of artists, under thirty, are mostly
men. Ronald Mordn is an installation artist who deals
with the issue of domestic viclence {fig. 28), a theme that
no man of the previous generation had addressed. Most
aggressive acts In family fife take place in the housetiold
Kitchen, where any object—a pan, a rolling pin-—can he
used 10 injure women or children. The arlist presents this
scene compfetely upholsterad in a sort of cotton Woof,
as if thig wrapping would sifence the viclence present
n these lives. Many of the younger imale artists, though,
have returned to painting. Federica Herrero, invited by
Harald Szeemann to participate in several exhibitions
and winner of the young-artist prize at the 2001 Venice
Biennale, has become a2 successful pairter at a very young
age (fig. 28). Rather than exclusivety making canvases
that can be sold In the art marketplace, however, he
continues to engage in ephemeral work that functions
almost as a public service, A different kind of sensibility
informs his series of so-called found images, photographs
taken by Herrero arcund the city of San José that seek
fo capture the most banat! scenes, rendered absurd or
surprising through some detall obsarved by the artist.
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For exainp!e, he pho'tographs the grass ihaf grows around
the manhole covers of the sewage sysiem, thus creating
an abstract work on the sidewali or strest; or empty
blllboards awafting new ads and looklng like large white
maonochrame abstractions {fig. 30). )

Why speak of these artists in the present context?
Feminism does not concarn only the work of women
themsslves, but also a generation of young men, affected
by the influence of the 1990s, who are unafraid of
allowing themselves a different kind of gaze, They deal
with everyday matiters, instead of searching for some
messianic dimension, and thus let a hidden part of their
psyche come forth. This is something rather different from
gay discourse, which, in the face of social repression, has
coma inte its own only in Costa Rica and Panarna, and
rauch less so in the other countries of the area, It
represents, nonetheless, a deep change of attitude on the
part of maie artists—toward powsr, gender, and politics.

One of the few positive aspects of globalization is the
mcreased access to information it provides, which allews
for a greater awareness of the different conditions in
which women live, work, and produce in diffsrent cultures,
in faraway parts of the world, aven as thay share cerlain
similar circumstances, This has contribuied to more
understanding, to a growing sense of gender solidarity,
not only regarding the position of women in society,

but aiso, and in particular, regarding the ways in which
women assume any kind of work they engage in: whether
in art, pofitics, or any professional field, their gaza and
their minds can interpret reality and read a situation
through the glass of a more complex, less linear, stream
of thought. In a way, women pick up the instruments that
exist to produce what they do, but at the same time they
accomptish a reformulation, and the permission to use
“feminine” languages. is used exact fy to the contrary:

o mterrogaﬁe the very aeﬂmhon of the femtnme

Virginia Pérgz-Ratton
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Federico Herroro (Cosla Rica,

b 1478 Painting on a Tree
{Fintura an un arbof), 2000

Oil on carvas, 15% = 313"
{50 = 80 cm), San José, Costa

. Rica. Courlesy of Ihe artist

Fig. 30 fabove)
Federico Herrere (Gosta Rica,
b. 1878). Lintited, fom the Found

Fainling sesies, 2006, 35 mm siide

photegraph, San José, Costa Rica.
Courtesy of the artist




